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The purpose of this study h m  been to analyse ob­
jectively, through controlled experimentation, the • effect­
iveness of group or choral speaking on the acquisition of 
three speech skillsi (1) Articulation, (2) Voice tonality,
(3) Flexibility of Ton#* The method of Investigation sup­
plied also tlie answer to a fourth quart to m  Em? toes train­
ing in group speaking compare In effectiveness with the 
older, generally followed method of individual training in 
the acquisition of the ease speech skillet
This experiment ^as conducted in the Fundamental Speech 
course of the department of %eech.# lonisiana State University* 
Forty Rodents regularly enrolled In this course were given 
the s-n^ e background material in lecture and in any drill 
not bearing directly upon those qualities of good speech 
under consideration * ’then the m it of work involved training 
in articulation, voice quality 4r flexibility of tone, 
twenty of the students, designated ms Cfcmup A, were trained 
through the techniques of group speakings '•still# twenty of 
the students, designated as Uroup B, were drilled In the 
usual method of individual training*
VThe method of investigation incited the asking of 
phonograph records of the voices of the forty students before 
the training period began. The two group# were then trained 
by the two different methods over a period of six months # 
with one lecture end five recitation periods every two 
weeks. At the conclusion of the training period, ® second 
recording of the students* voices was made using: the same 
material as in the first record., These recordings were 
then judged from the standpoint of articulation,, voice quality 
and flexibility of tone by four people well qualified to 
pass judgment on these attribute# of good speech.. The Judges 
did not know which record#' represented the f irst recording* 
and which the second, nor did they know whether a given 
record came from Group A or Group B* The judging was done 
on a basis of ten points with one representing perfect 
articulation, voice quality, and flexibility o f  tone, and 
tea representing entire inadequacy in these eh&reet eristics*
A sample record, made by a graduate student in the department 
of speech was used to give a starting point for'the Judgment 
of the other records.
The results of toe experiment show that in Articulation 
Group A made an average Improvement of 1*59; Group B mMe 
an average improvement of 0*91*. In Voice quality Group a 
made an average improvement of X#$S* Group B made average 
improvement of O.BB. In Flexibility of Tone Group A made an
v i
average improvement of 2*01, and. Croup B made an average 
improvement of 0.58,
From these data and their Interpretation* the following 
conclusions seemed warranted: (X) throws* reading is m
effective method of training for a) Articulation, b) Voice 
duality Mid o) Flexion i ty of tone. (2) A choral reading 
technique in training Is superior to the customary type of 
Individual training, when the two methods are Isolated for 
all three characteristics studied-. (3) Choral reading s m «  
least effective la the development of Voice duality and most 
effective in the development of flexibility of Tone.
The steps followed in the pursuit of the foregoing in­
vestigation were as follows:
i* Origins ^nd &£ SaiByBti, teara-Mlaa*
The evidences of group expression found among primitive and 
untutored peoples today are given,and the development of 
communal expression from the earliest records to Its formal 
beginnings in the Attic theatre is traced, the manifestation 
of survivals of ehoric speech in each succeeding *?.ge down to 
the Twentieth Century is noted*
2. twentieth Century Hadasconce. The rebirth in the 
Twentieth Century of Interest In chorlo speech, both as a 
separate art form and as an adjunct to the drama, is dis­
cussed* An account I® given of the movement in England 
Inaugurated by John Masefield, which resulted in the founding
Kg groups,
©f the Oacford Verse Festival, fhe subsequent wt&csorc&d 
development of Interest In Chorlc Speech In England and
America Is teheed, with specific reference to the work being 
done by leading teachers and schools in both countries* &
survey le given of the activities of both labor Choirs and 
Verse Choirs in Germany, Austria* France, Switzerland end 
Eusslm today*
3. fupposa of tfee %tudy» It Is pointed ant that in 
the past ten years a great msny boohs and m g s  gine., aa 
h a w  been published by directors of choral speal 
all of which mice certain tin supported claims e.s to the 
effectiveness of group speaking on the acquisition of certain 
speech skills* fhe so writings h a w  given rise to considerable 
controversy and conflicting theories ajscug teacher® of 
as to the vsiue of choral road lug as a teaching device, 
need for an object ire sctelysls baaed on controlled 
xaentatlon of tee effectiveness of the technique of ehoric 
speech is pointed, out* this study seeks to supply those date,
4* Method of lavestistation» In addition to the methods
of Investigation already outlined, this report gives a amam&ry 
of the technique and materials of -choral speech as advocated 
by tee leading directors In tel® country and In &ngl and P 
together with s eomalete outline of the lesson plans used by 
the investigator in directing choral speech over a six-month*a 
period* There 1© included also a complete outline of the
Vii 1
lesson plana used by ths invest 1 gat or In teaching a group 
by the Individual method of recitation*
5. Bata and Interpret&tlone * fables are given which 
show the separate scores of the four judges on both recording® 
of the forty students; the average scores, together with the 
average improvement in Articulation, Voice Quality and 
Flexibility of Tone for Groups A and B; and the average 
group improvement for Group A and B in Articulation, Voice 
Quality and Flexibility of Tone. These data are also shown 
graphically. Interpretations are given which show the per­
centage of Improvement for each group, the number of students 
showing improvement, the mmsbftr of students showing an im­
provement of 1.50 or better Is each group, the maximum 
improvement In each group, the highest average score In
each group before and after training, and the lowest average 
score in e&eb group before and after training.
6. Conclusions. In addition to the conclusions pre­
viously outlined, the Investigator makes some general 
observations on the problems Involved in the use of choral 
speech, based on personal observation during the training 
period*
?. Bibliography-. The firt*t complete bibliography 
including all of the books, periodicals, monographs and 
unpublished theses oh.choral reading up to the present 
time is included in this study*
THE EFFECTIVENESS OF SHOUP 8PEASIMO 
08 THE ACQUISITION OF CERTAIN 
SPEECH SKILLS
08APTER I
m i & m s  mj> BEY KLOPMEW OF GGMMSMAL EXPRESS JOS
Run's knowledge of the manner In which men spoke six 
or seven thousand years ago la as vague aa his knowledge 
of how language originated It has become a common practice 
with philologists and linguists In tracing the genesis of 
speech in the race to supplement their uncertain records of 
the history of language hy observance of the development 
of speech In the infant, and by Investigating the speech 
habits of orlmltiwe peonies of t o d a y
The student of the origins of communal expression in 
mankind would do well to follow this example*
An observance of the child's first attempts at work 
and play is groups shows hi® accompanying himself with the 
traditional lilts of his nursery rhymes or, lacking & 
suitable one, Improvising for the occasion* traditional 
lilts like,
*Otto Jespersen, Language, Its Mature, 
and Origin, p* 44£f.
3Pat-a-cake 
Pat-a-cafce 
Baker’s man 
Bake me a cake 
As fast as you can*
or ©lay lilts like,
Pease porridge hot 
Pease porridge cold 
Pease porridge in the pot 
Bine days old.
are the ooaaon inheritance of children and their universal 
and unvarying response to the rhythmical pattern is indic­
ative of the fact that the urge to accompany hia activities 
with speech is a fundamental one of man.
That this rhythmic vocal response to rhythmic activity 
is not a superimposed thing passed on from the adult to 
the child say be proved by observance of the customs of 
children who have never come in contact with the traditional 
body of nursery literature. Miss fteJtensie of the Montessorl 
Demonstration School In Edinburgh Training College has 
collected fro® the children at play in the Edinburgh streets 
the following interesting play lilts improvised by the 
children as they ^counted out,* bounced the ball, or skipped 
rope
^Quoted by Marjorie dullan In Spoken Poetry in the 
Schools, pp. £-6.
4Ball tome Ho* 1
Ope© the gates and let me in* sir!
I am soaking to the skin, Sir,
Open the gates and let me In, Sir*
Early in the morning.
One, two, three, alearle* 
four, five, six, aleerie*
Seven, eight, nine, aleerle.
Ten, aleerie, postman!
(Sail bounced up and down to the rhythm, and passed
under the knee at tolearle* **)
Ball t o e  So. 2
(Actions while wait lag for ball*)
Mademoiselle
She went to the well*
She never forgot 
Her soap -and towel.
She washed her hands,
She dried her hands,
She said her prayers 
And Jumped to bed?
(Ball bounced against the wall; voice rises and falls
in rhythm with ball*& rise and fall.)•*pnM> wmhSiimmnmM iimhMmk i r n m * nw
Skipping-Rope tome
Blue bells, Cockle shells,
Ewy, ivy, over!
Dr. Brow© is a very good man.
He teaches the children all he can.
(Child Jumps over the rope while the other® chant in
unison*)
Thesa are not unusual. Almost every individual can 
recall as one of his earliest memories, some pattern of
sverse which he and his companion® composed to recite 1 n 
unison as they devised a new game*
In observance of primitive oeooles of today the evi­
dence Is more definite and more conclusive.
The Southern Hegro Is as Interesting case in point *
t
Yacfael Lindsay In The Congo has formali&ed and put into 
modern verse patterns some of the rhythms of the Southern 
Megro, and has related them Is a significant manner to 
the more primitive chants of his African forbears. The 
observer desiring first hand information can hear in the 
South today the mournful chant of the darkles as they *ehop 
&© cotton,* accompanying the rhythmic swing of their hoes 
with their voices united in a work lilt. On the levee fa© 
may hear the roustabout as he rolls the bales* along intone:
X*ae been workin* on d© levee 
All d© live-long day #
The characteristics of the Negro's religious chants, 
either in the more barbaric voodoo rites or in the quasi- 
Christian "Holy Boiler* meetlogs are too well known to 
require more than a mention In this connection.
The American Indians preserve in their ceremonial 
chants for rain an Interesting modern expression of communal
3Se© V&chel Lindsay's Collected Poems.
6speech activity.* In the Southwest the Indians still 
gather on the mesas around their ceremonial fires# dance 
wildly on the dry earth and chant their prayer for rain. 
The following stanza, modernised and put into formal 
verse, is indicative of the nature of the plea;
Hear us winds of north and south 
Save Apaches from the drought
I — — ye! I- ye! I  — ye!
Bring the rain.
Bring the rain *
Bring the r-a-i-n!
An even acre direct survival of one of the ancient 
forms of choral ceremonial among isolated people ©f today 
is reported fey G^cile de B&nke^ who tells of hearing 
twelve thousand &ulus In the Transvaal pray for rain in 
such perfect unison that the effect was of one tremendous 
voice raised in petition.
When the scattered evidence that can he gathered 
through Investigation of the speech habits In children 
and In primitive peoples today ie used to supplement the 
meagre knowledge of the customs and modes of living of our
*9ee U&ry Austin, The Arnerlean Hhythm, pp. 68-63.
^Quoted from The Pageant of Colorado by Lillian #blte 
Spencer In Poetry Arrangedor the^ferse*”Speaklng Chair by 
M. P. Hoblnson and n. Ll Thurston, piTr~T44-146.
^Crfcile de Sanke, The Art of Chora1 speaking, p. 18=
7anwttop*, it is possible to draw some Interesting conclu­
sions as to th© origins of communal so©©eh activity.
Even before primordial m&n could talk, he had learned 
that group activity had certain advantages over Individual 
activity. As early a© 10,000 years ago he had formed po­
litical associations of a sort composed of loose-knit
tribes. With these associations a tribal mind came Into
7
existence# a tradition. Hen learned that the business 
of tending the herds# bringing ia meat from the hunt, or 
providing shelter against savage nature was best accom­
plished in groups. What more natural than to assume that 
when a language developed, primitive man accompanied his 
labors with rhythmic vocal group response to M s  physical 
activities?
Certainly there Is little doubt that man felt quite 
early the need of group expression of emotion, when be 
called upon the Unknown for rain# or to protest against 
misfortune; when he whipped himself Into a fury of rag© 
before going to battle against a neighboring tribe, or 
when he celebrated his victory in a frentled orgy, when 
he praised the Cods or made lamentation for the dead, 
primitive man spoke in groups.
0. fellb , the Outline of History, pp. 92-96.
8With the beginnings of recorded history there is 
ample evidence that the first forms of ceremonial worship 
were communal• 0(Telle de Banke® classifies th® uses for
choral ritual among primitive peoples under six divisions;
1. to praise.
2. vo propitiate and supplicate the dlety.
3* To incite warriors to unrelenting slaughter.
4. To celebrate victory la battles.
5. To taunt the vanquished.
6- T© lament the dead.
The earliest recorded forms of praise are la the peni­
tential psalms of the Chaldeans- and the mantras of the Veda-*.
Hebrew literature abounds in examples of ceremonial 
chants of praise intended to be spoken by groups of people. 
Three times a year the watchman upon the hills of Ephrlaa 
called to the children of Israel,
Arise ye, and let us go up to £i©n unto the Lord 
our &©&.
For thus salth the Lord; Sing with gladness 
for Jacob, and shout asacmg the chief of the 
nations; publish ye, praise ye, and say, 0 
Lord, save thy people, the remnant of Israel.
Behold . . . .  a great company shall return 
thither.
They shall come with weeping, and with sup­
plications will X lead them: . . . .
— Jeremiah, 31: 0-9
#ben the procession bearing the Ark of the Oovenarsf paused
®de Bank®, og* Pit *i P• IB.
before the gates of the city, the pilgrims chanted;
Lift tip your headsf 0 ye gates; and be 
ye lift up, ye everlasting doors; and the 
Xing of glory shall some la.
Fro® the gate tower the watchman called;
Who Is this Xing of gloryt
and the answer came bach;
the Lord strong and mighty, the Lord mighty 
in battle.
" Psalm £4: 7-8.
In the calls to worship Intoned by the priests and 
the worshippers within the tabernacle, chorus answered 
chorus:
O come, let us sing unto the Lord; let 
us make & joyful noise unto the rock of our 
salvation.
Let us come before his presence with 
thanksgiving, and make a Joyful noise unto 
him with psalms.
0 come, let us worship and bow down: let
us kneel before the Lord our maker.
— Psalm 95: 1-8.
And when the burnt offerlng began, the song of 
the Lord began also with trumpets, and with 
the instruments or&alaed by &avid»£lng of 
Israel *
And all the congregation worshipped, and 
the singers sang, and the trumpeters sounded; 
and all this continued until the burnt offer­
ing was flnish@dT~
10
And when they had mad© an end of 
offering, the king and all that were present 
with him bowed themselves* and worshipped.
— 2 Chronicles, 29% 27-29
The litany need by the Episcopal church today e&ploye 
the choral chant to praise.
Documentary evidence of the use of the choral chant 
in supplication is not to be found outside Hebraic liter­
ature; but the Old Testament abounds with examples-. The 
survival ©f this usage in the rain chants of the American 
Indian has already been mentioned* Savage tribes in the 
Pacific archipelagoes and in South Africa are said to 
make use of similar ancient rituals* In most eases the
survivals of today are merely traditional, the ancient
10rituals no longer having present application*
The Song of Deborah and of jephthah1© Daughter are per­
fect examples of the use of the choral ceremonial in victory
^&e Sank®, op* cit., p. 18*
^°That these rites are not confined to primitive peo­
ples is shown in the description of an Interesting modern 
manifestation of the choral plea for victory » **On€r of the 
most stirring and, awe-inspiring sights during the torid 
lar was witnessed at dawn on the first of duly* 1916, in 
a huge field behind th© German line© at the Elver Somme. 
■Thousands of soldiers knelt in prayer before the bloodiest 
battle of th® western front began- A bare-headed clergyman 
prayed and thousand© of kneeling soldiers chanted the 
Lord*s Prayer* A low mighty sound came from thousands of 
lips as the prayer ended: *G-ott nit U n s ! D i l l a r d  Stane- 
wich, •Poetry Back to the Group,8 Emerson Quarterly,
XVIII (December, 1937), 13-
11
That the Greeks made use of It in celebrating victory Is 
shown in Pindar’s Ode:
HewArd awaits the virtuous deed;
The brave commands %*+ grateful lyre;
For them the applauding graces lead
And swell the loud triumphal choir*
The triumphal chants of the Indians are as well known 
as their rain ceremonials.
Taunting songs are still chanted by the women of the 
Arabian tribes; and the Indian braves of thr Southwest 
direct their taunts, not against the vanquished but against 
the bachelors of the tribe.11
The last type, the lament, reaches its height in the
dithyramb and in- Greek tragedy. One of th® most beautiful
examples is, the song of the Troian Women from Euripides6 
tragedy of the same name. The lament of David for Saul 
and Jonathan is one o? the moat perfect examples of ritual­
istic lament fro® Biblical literature:
The Beauty of Israel is slain upon thy high 
places:
How are the mighty fallen*
Tell It not in Gath,
Publish It not In the streets of Askeion;
Lest the daughters of the Philistines rejoice,
Lest the daughters of the unelrcumcised triumph*
^Barnes, American IndIan Verse, p. 15.
Ye Bountains of Ollboa, let there be no dew, 
Melther let there be rain upon you, nor fields 
of offerings:
For there the shield of the mighty Is vilely 
oast away,
The shield of Saul, as though he had not been 
anointed with oil.
From the blood of th© slain,
From the fat of the mighty,
The bow of Jonathan turned not o&ck*
And the sword of Saul returned not empty*
Saul and Jonathan were lovely and pleasant In 
their lives.
And in their death they were not divided? 
fhey were swifter than eagles;
They were stronger than lions, 
fe daughters of Israel, 
over Saul,
Mho clothes you in scarlet with other delights, 
Who put os ornaments of gold upon your apparel. 
How are the Mighty fallen in the midst 
~o? the battie!
0 Jonathan, thou vast slain in thine high places. 
X && distressed ior thee, m$ brother Jonathans 
Yery pleasant hast thou been unto me: 
fhy love to me was wonderful,
Passing the love of women.
ancient communal chants is found among the. oeasatitry and 
primitive peoples of Syria where the rites and songs of 
Mourning performed by worsen today bear a startling resemblance 
to those seen and heard by Jeremiah twenty-five centuries 
ago. Among the American Indians the walling chant is well
^Francis fctaaere, the Beginnings of poetry, p. 226.
2 Sasuel X: 19-2?
According to 0umere a remarkable survival of such
13
knoiftt. The Song of the Stricken H&valo tells how the 
fmilmii pun** grow out of the Inflections of the speaking 
▼OlOO?
* We hare cried so long 1S
That ©or cry has become a song.
the great national literature which has cone down to
the present day fro® the unrecorded pages ©f history gives
some idea of the antiquity of group expression. The great
Hindu epics, the Hahahharata and the Haaayana, precede the
Hoserle epics by at least two centur ies. loth employ mass
expression of emotion. In China as early as the second
century, small groups participated in the oral expression 
14of poetry- The steppes of Black Bus®la have, for untold
generation®, handed down poetry that the people shared as
a common heritage and a common expression in organised-
ISgroup speaking. St anew! eh tell© of attending a Syrian
festival in Hew England In 1936 and hearing m group ©f 
old aen chanting and staying to word® which he could not 
understand but which aroused his interest . An old man
13Eda Lou Walton, Pawn Boy Bl&ckfoot and Hava Jo Song®
**Lin Yutang, My Country and My People, pp. 24£-?43.
l%iXlard stanewlch, ®Poetry Back to th© aroup, * 
Emerson*Quarterly Journal, XVII1 (December, 193?), 13.
14
explained tint the pees wan a national one, an m  ie of old
Syria* ewer 3000 years old- Choral passages are evident
la an analysis of the Horse saga, the Hlehelun&enlled,
the epic poetry of the Teuton, the Saxon, Dane and Merman.
Wherever poetry Is examined in Its original stages,
choral participation is found. The council fires were
brightened by wandering bards and the measured refrains
of poetry spoken by those gathered around the biases— in
England, In the German forests, on the Russian steppes, in
the sand-swept villages of Syria, In the far-eastern hamlets
of Xnd|a* around the camp-fires of the American Indian.
for the formal beginnings of chorlc speech, however,
one must look to the Attic fheater. It Is here that from
these dim beginnings, the related arts of communal speech
and dramatic presentation integrated completely for the
first time* the ehorle for® had long been employed 1st the
1 6temple rituals in honor of the gods. The chant of the 
maidens who led the procession of worship in honor of 
Deaeter was written for them by the great poet Aleman:
We are cose to the temple of great Demeter 
nine In number* m&ldes** *iil, 
ei&d all of us in fair robes, • 
in fair robes clad
16Aristotle, The Poetics, with an English translation 
by W. Hamilton Fyfe, pi 1?
IS
and bright shining necklaces
of earvem tvory
like the daylight to beholds
3 j i  its first stages the dreek drama consisted of
ehortoo&es such as the one shore, reelted ©r chanted
17with rhythalo bodily movements* The greatest were those 
honoring the god of the vintage, Dionysus* Later the 
religious ritual fused with the art of the rhapsode, who
18reeited the great passages from the Iliad and the Odyssey.
the result of this fusion was that the set or received his
plot, the plot received its actor, and the draw was born.
It is not* however, with the drama, but with the
chorus that this study is concerned* In the days of
Aeschylus, about 500 B.C.* the fusing of the ehoric and
19dramatic art was complete. With two soloists speaking
the parts of several character®, a chorus of fity maidens
in the play The Suppliants was still the chief actor.
Sons portions of the play called for their sneaking in
unison* some portions called for part speaking and some for
2 0antiphonal speaking* In the tragedies of Sophocles the
17A. E. halgh, The Attic Drama, p. 313:
^Sheldon Cheney* The Theatre, p. 35.
*%ey 0- nioklager, The Creek Theatre and Its Drama, 
p. £3f*
go0onald Clive Stuart, The Development of Dramatic 
Art* p. 9-
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chorus became subordinate to the dialogue. In the tragedies 
of Euripides the connect1on between the chorus and the 
action of the play was often s l i g h t B e s p i t s  this, some 
of the most beautiful poetry of Euripides* dramas was 
written for the chorus;
0 Huse, be near me now and make
A strange song for XII g r ’s sake,
fill a tone of tears be about mlna ears,
And out of my lips a music break
For Troy, Troy and the end of the years*
" From The Trojan Women— Gilbert 
hurrayTs'translatIon
Aristophanes altered the function of the chorus in 
his comedies with his choruses of frogs, ^  birds, and 
wasps. The chorus, however, was never to regain Its 
importance on the stage*
When, In the Ecman theatre, the chorus was banished 
fro® the orchestra and given a place on th? stage, Its 
original purpose was lost, and the numbers dwindled until 
only a remnant remained- In the Sense an tragedy the chorus, 
reduced to seven In number, wandered on and off the stage 
during the action and finally appeared only to suooly the 
the interlude between the acts*
^Kalgh, og* ait-, p* 285*
■ -^Curiously enough the *Brck.e-*Ae"-kesh-Koash—K.oash*1 
°T The Frogs found itself incorporated Into the Tale 
cheering section two thousand years later-
1?
In the early ritual of the Roman church, the conjoined 
arte appeared as part of the ay-atleal liturgy of the mass, 
and again ae In the history of the Attic theatre, drama 
emerged from ritual, the Passion Flay, followed in turn 
by the Saint plays, developed from Latin liturgical drama­
tisation of the ehuroh festivals.^3 Up to the time of the 
final stage ©f liturgical drama, when it had progressed
from the altar to the nave and finally outside the church
24door, it etlll retained its choral accompaniment.
Once outside the ehurch door, the religious drama was
to fuse again, as it had done in Athens with another form
25of ©boric art— the ballad literature ©f the people.
When the mimes and histrtones had been driven from Home, 
they had carried the art of speaking poetry with them. Their
B3H. C. Sehweikert, Early English Pl a y , pp. 11-1?.
P4
*' One other development of chorio speech from the 
mediaeval church is worthy of note here. *fhe ^©dominant 
effect of many voices speaking together is the prolongation 
of the ©ontinuative tone which, under the influence of mass 
emotion and strongly accentuated rhythm develops into some­
thing approximating to chant or recitative. This effect 
was directly responsible for Plain Song or Gregorian chant 
and in this for© reia&ined the glory of the Christian Church 
for over a thousand years. It was part of the unbroken 
survival of ehoric speech until the 17th century ’--de Banks* 
Art of Choral Speaking, p. 19.
See also Edward DickInson, Music in the History of 
the western Church, pp. 96-97; Walter H. Freri~TBight”^ ev.} # 
Gregorian ShantT^ GroveVs Dictionary of Music and 
fetusleIans, II, 462.
^®E. K. Chambers, The atedlaeval Stage, pp. 69-105.
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descendants were the English gleemen, the French Jongleurs, 
the Sernas minnesingers, the hards of the Middle Ages . 
f h e m e r  groups of people gathered together, there they 
were to he found— in the castle halls* in the wayside inns, 
oa the Tillage green* around the campfires. Mere, accom­
panied hy the lute, they chanted their heroic lay# or
Intoned a simple hailed of lows or disaster* The k n i g h t  s 
and ladles of the castle hall, the soldier# around the 
campfire, or the wayfarers at the Inn joined in the rhythm 
of the oft-repeated refrains
In England there was a lord ling born,
With a hey lllielu and a ho lo lan
And he was called young*”Mynd Morn 
with a hey down and a hey diddle dowale.
U&nj of the swinging rhythms of these refrains became
eo compelling that they were accompanied by the swaying 
of bodies, the beating of feet, or the thumping of the
flagons on the table»
When the rich story treasure of ballad and heroic 
literature thus fused with the dramatic form created by 
the liturgical drama, ohoric speech had a g a i n  given I m p e t u s  
to a great dramatic literature; but t h e  chorus itself w a s  
doomed to obllTloa for almost five hundred years* True, 
there Is a faint echo of the old classic chorus t o  be 
heard in the. early IliE&bethan tragic drama where t h e  I n ­
fluence of Seneca plays such an important part; but t h e
19
communal ourpos® of ehoric speaking was a closed book to 
an age that baaed Ita culture on hum an lam* Before long 
In Solimaii and Peraeda the chorus la relegated to three 
persona bearing symbolic names. In the Spanish tragedy 
only two people, Andrea and Revenge, *serve for chorus 
in this tragedy,* and finally a single speaker, as In
pg
Henry V, bears the title of ^Chorus.1
Here and there the great dramatists of the sixteenth, 
seventeenth, and eighteenth centuries have turned to the 
shorts fora. In a Lope de ¥ega (b. 1568) play such as 
Fuente OveJuna the fact that the play has neither hero nor 
heroine accentuates the possibility that organised mass 
effects may have been used. The plays of Pedro Calderon 
(b. 1600) offer ehoric possibilities, and for & later ex­
ample, Goethe * a fan at (Part II in particular)* might also 
be cited in this connection.
to the intervening ages between the decline of ©boric 
speech as an art form and its revival as & separate form 
of oral art in the Twentieth Century, it still survived 
wherever simple and primitive people were permitted to ex­
press themselves, unaffected by literary styles. It has 
been nurtured by every tendency that has encouraged
w. Cunliffe, the Influence of Seneca on 
Elizabethan Tragedy, pp. 5E-39T
grouo-mlnde&ness and by every laoulse that has led man to 
share his labor, his play and his grief with others,
It has survived In the labor chanty which the sailor 
Intones as he reefs the sails:
Blow the man down, bullies, 
Blow the man down,
Way! hey! Blow the man down!
and la such magnificent folk chants in the Son# of the 
Volga So&taan. It has survived in the Irish keening, in 
American eheers at a football game, in the mass menace of 
the turbulent mob, and in the war cries of African tribes 
dancing and chanting to the rhythm of furiously beaten 
drums. The three selections from modern writings which 
follow give an Interesting account of chorle survivals 
among widely separated peoples today:
The Ageyl rode spread out in wings 
for two or three hundred yards to the 
right and left ©f Feis&X*e party* Soon 
there came them a warning patter of drums 
from the right wing— It was the custom to 
set the poets and musicians on the wings—  
and a poet began to sing two rhyming lines 
which he had just Invented about Fels&l and 
the pleasures he would provide for the army 
at Wejh. The men with him listened carefully 
and took up the verse in chorus, repeating it 
three times with pride and satisfaction and 
challenge. Before they could sing it a fourth 
time, the rival poet of the left wing eaoped 
it with a rhyme in the same metre and sentiment* 
The leftv cheered with a roar of triumph, then 
the drums tapped again, the standard bearers 
spread out their great crimson banners, and
z\
the whole bodyguard right, left, and center 
broke simultaneously into the Ageyl marching
song........ the camels lowed the rhythm of
the song and quickened their pace while it 
lasted*
— Robert graves, Laurence and the Arabian 
Adventure. Chap* XX, p p T H P T i F T
Some years ago I travelled for a few days 
in the deserts of Judea under the protection 
of a Sedawee tribe- The guides they gave us 
were the chief *s son and brother, with five 
other men- At Engedi we reached the limits of 
their territory, where we had to take fresh 
guides from another tribe* So they made for 
us what the Arabs call a * fantasia.• It was 
bright moonlight* The seven of them stood up 
with the same Instrument as the toph of 
Miriam and her women, and of the same name, 
daff (the daff or tar is the tambourine or 
timbrel, skin tightly bound over the hoop, 
in which loose metal plates are inserted* A 
similar instrument is the hand drum darahukkeh, 
a jar of pottery with a skin bottom. It is to 
me uncertain which of these was the Hebrew 
toph), and began a slow dance to the aocoispanl- 
ment of their music* In a little the chiefs 
son— mark you, unprofessional minstrel but the 
principal personage among them— stood out from 
the rest and, still dancing, chanted an impro­
vised verse descriptive of our Journey. His 
fellows caught it and sang it back to him. He 
followed with other verses, thirty or thirty- 
five in all, each describing some phase of the 
Journey, or some aspects of the landscape 
through which we had passed, with allusions to 
the virtues ©f his tribe, and, of course, with 
hints at our own still prospective liberality*
The chorus did not always repeat the first 
verse; but when a fresh one of superior quality 
was Improvised by the young chief they caught 
at that, and for the next few verses made It 
the refrain. And all the time they danced and 
one of them played their timbrel*
Here is the very kind of poetry which w© find 
in the account of Miriam's song, and In fact among 
all primitive peoples *
— George Adam Smith, The Early Poetry of 
Xdrael in its Physical &nd"Hocial Origins7 P* 54.
22
Yhlle the grave m m  being opened the 
women eat down among the flat tombstones, 
bordered with a pale fringe of early bracken, 
and began the wild keen, or crying for the 
dead* Each old woman, as she took her turn 
In the leading recitative* seemed possessed 
for the moment with a profound ecstasy of 
grief* swaying to and fro* and bending her 
forehead to the stone before her, while 
she called cut to the dead with a perpetually 
recurring chant of sobs-
This grief of the keen Is no personal com* 
plaint for the death of one woman over eighty 
years* hut seems to contain the whole passion­
ate rage that lurks somewhere in every native 
of the Island* In the cry of pain the inner 
consciousness of the people seems to lay itself 
bare for an instant and to reveal the mood of 
beings who feel their isolation in the face of 
a universe that wars on them with winds and 
seas- they are usually silent, but in the 
presence of death all outward show of indif­
ference or patience is forgotten, and they 
shriek with pitiable despair before the horror 
of the fate to which they are doomed.
— John U* Synge, the Aran Islands, pp. S0-52.
That the poets in the intervening ages haw?* been 
aware of this deep need of humanity to speak together is 
testified by the large body of great poetry that has been 
written for group rendition* even during those ages when 
there were no groups trained to render it.27 Such poems
£7See Mona Swann, Many Voices, Part I and IX, An 
Anthology of Communal Poetry from the pre-Chaucer Ira 
to the Present.
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M  the Antlpbong of &eerge Herbert, Saaaon A^onistes by 
John Milton, In the Holy Matlvlty of Our Lord God by 
Richard Grashaw, A Song for Saint Cecilia* e Bay by John 
Dryden, A Song of Liberty by fllll&i Blake, ^roaetheua 
Unbound by Percy Byaehe Shelley, and The Litany of the 
Sat Ions by Charles Algernon Swinburne show the popularity 
of the ehorle fora throughout the ages.
* . . . from the earliest to the present 
tine the poets hate been writing verse which 
was intended for group rendition, this serves 
to encourage the belief that during those 
hundreds of years when choral speaking, as an 
art, was lost to all but primitive, rustic and 
monastic communities, there was a continuous, 
even if unconscious, attempt to restore it to the 
supreme position it held in the cultured life 
of ancient Greece. This belief Is further sub» 
etantlated by the fact that It was the ousts 
who were directly responsible for the modern 
revival of choral speaking.
Another Interesting commentary on the Twentieth Century 
revival of the art of cherlc verse Is the fact that Its re­
vival in England and America was due chiefly to the work 
of those poets whose writings reflected the life of a 
simple and primitive people; William Butler feats, whose 
great poetry found It® Inspiration in the folk lore of the 
Irish peasantry; John Masefield, who consecrated himself
£®de B&afce, The Art of Choral Speaking, p. 20.
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t© writ©
Mot of the princes and prelates with 
periwigged charioteers 
Elding triumphantly laureled to lap 
the fat of the years,—
Rather the scorned— the rejected—  
the men hemmed In with the spears;*'9
and Rachel Lindsay, whose rhythms were those of a newly 
awakened democracy. Both Mr. Yeats and Mr. Lindsay ex­
pressed early In the Twentieth Century a dissatisfaction 
with the methods then current of reading poetry. Mr» 
Yeats found his solution in reading his poetry to the 
a©eomeanlaent of a musical Instrument half psaltery, 
half-lyre, fashioned by Mr. Lolmetsch, and Mr. Lindsay 
in reading his poems on a tone sustained to a definite
chant. Mr. Yeats4 use of the lyre wag introduced to the
30public in plays produced at the Abbey Theatre' and it 
was perhaps this recognition of the musical Qualities 
of the speaking woice that led Mr* Masefield to recognise 
group speaking as a separate speech, art with his intro­
duction of the term *Y©rse Speaking Choir.*
From John Masefield1© A Consecration.
^William Butler Yeats, 3Music for **lay«," In Flays 
ia Prase and Terse, pp. 433-435.
CHAPTER II
mehtisth o m t m r  buascehos
The first signs of on awakening to a new appreciation 
and evaluation of eboric speech appeared in the drama*
i
Thomas Hardy1a epic drama, The Dynasts, was published 
In 1903 with choral passages of such magnitude that they 
are comparable only to those of Creek tragedy* In 190? 
Gordon Bottomley made a tentative experiment toward unison 
speech in The Riding to Llthend* Me was to continue 
systematically with this form after hearing, years after* 
wards, his first play successfully interpreted under the 
supervision of M&nette de Valois-^ In 1918 John
Drinkwater presented his play Abraham,Lincoln in.which 
choruses spoken by two voices were Introduced between 
the acta*
The Twentieth Century revival of the art of choral 
speaking, however, might not have taken place at all had
^See Bibliography.
^Gertrude kerby, *Tfa« Development of Choral Speech 
In Great Britain,* Good Speech, V (April-June, 1935), 0.
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it not been for the Great War. It Is certainly safe to 
say that Its development could not hare been so sudden 
and vide-spread had it not been for the changing Ideas 
of our whole social structure growing out of the unrest 
following the World War*
two apparently contradictory currents of thought 
hastened its development . The first was the new im­
portance of the mass mind*
The old pre-war idea of the absolute and Independent
■*      ifW i ii. i jhPti tim*Aw  urn ttgmiwmi
gave way to the newer outlook of the relative and the 
interdependent * The new social order accepted corporate 
action in any realm of activity* so long as there was 
nothing feudal and consequently retrograde In Its mani­
festation. The Ideal of the decade between 1920 and 
1930 became the co-operative effort of self-directing 
individuals. This new realisation ©f the interdependence 
of all peoples affected every field of endeavour* Among 
Its International manifestations were the league of 
Hations and the World Court; while some of It© national 
manifestations were the growing strength of the labor and 
trade unions. Out of the labor unions came the first 
modern experiments with group speaking— the labor choirs * 
Simultaneously in various European countries mas© speak­
ing became an Instrument of popular expression and 
propaganda.
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The opposing trend, which contributed to the newly 
awakened Interest in group speaking, was the new importance 
which the individual assumed. Here the most important 
manifestation was found in the field of pedagogy as it 
affooted the fine arts* Such impressionistic dramas as 
Ernst Toller*s Masse Mensoh had voiced the protest against 
the fate of the individual in the new order of things. 
Emphasis on learning through personal enjoyment penetrated 
every field of pedagogy. Jacques Micros* pointed oat the 
need for a personal experience of music rather than the 
receiving of the *&usic lesson* as a task. Mona Swann a 
little later made efforts toward a similar personal ex­
perience of language when she introduced. * Language 
Eurythmles* at Moira House School. Everywhere the feeling 
grew that the key to teaching of the fine arts was the 
subordination of drill to the awakening of the creative 
imagination in the individual, the renewed Interest 1st 
the teaching of literary appreciation through learning to 
voice it and in the stimulating of good speech through the 
Inspiration of great poetry was a result of the awakened 
interest in the individual. Analysis of the validity of 
this theory will be the purpose-of later-chapters in this 
study. It is mentioned at this time as an explanation 
of the tremendous vogue for choral speaking which the fol­
lowing survey of its present status indicate®.
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The Verse Soeaking Choir as It la now conceived In 
England and in the United States had Its origin in Scotland. 
At the Glasgow and Edinburgh Music Festivals? Marjorie 
Gullan had been presenting some of her pupils in solo-verse 
speaking sinee 1918. Gohn Masefield? having heard these 
speaker® of poetry suggested to their teacher the possi­
bility of uniting their voices In some sort of unison 
speaking. He accordingly set for the next year8s Festival 
(1922) in Glasgow some choruses fro® the fro Jan Women.
As an outgrowth of this performance? the Glasgow Verse 
Speaking Choir was founded. It was at that tiae that 
Masefield coined the tern #Verse Speaking Choir*1 to desig­
nate this fora of oral art. Apart fro® it® subsequent 
presentation in public recitals of lyric and dramatic
poetry, the Glasgow Verse Choir in the next few years gave
5many demonstrations in Scotland and In London. Writing 
in 1927? Miss Chilian says:
Whereas before, we could hardly find a listener 
for good poetry, today in Glasgow after five 
years of Festival activities? we can fill one 
©f the largest theatres with an audience who 
will listen eagerly, for two hours on end, to
the poetry of the Bible, Hilton, Shakespeare,
'Professor Murray * ® translation of Greek dramas 
and old ballads.
JCerby, op. olt.. p. 8.
^Marjorie Gullan, Spoken Poetry in the Schools, p, 10?,
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XIss Chilian later e&me to London where she founded the 
London Verse Speaking ohoir It is now In its thirteenth 
Veer and has oreated an Interest in the speaking of great 
poetry In that city that has been paralleled only in the 
Augustan age of Bone, the author had occasion to attend a 
reeltal given by this choir in the summer of 1936 at the Art 
Workers1 Guild Ball in London. Where an audience which 
peeked the auditorium to its doors paid theatre prices to 
hear .twenty-five people read poetry for almost three hours.
Miss GuXlan is the outstanding exponent of the chorio 
verse revival in England. Is addition to her work with the 
London Verse Speaking Ohoir, she founded in London the 
Speech Fellowship and Institute, of which she Is chairman 
and director of studies. Its primary aim Is to train teach­
ers in the art of chorie speech. With the support of Gilbert 
hurray and Gordon Bottom!ey as its first two presidents, it 
has wielded a tremendous influence In encouraging verse 
speaking. Its quarterly review Good Speech records experi­
ments and gives information regarding all kinds of speech 
work with special attention to the development of choral 
speaking as a means of artistic express ion.. In 1926 she
published the first book of the subject, Spoken Poetry in 
£>the Schools, now in Its sixth edition. She has since
% e e Bibliography.
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written five other texts on poetry speaklug: Poetry
Speaking for Ohlldrira. Voluae* I, II, and III (1932);B
Choral Speaking. (1931),® and The Speech Choir. (193?).
She he* lectured and taught classes extensively in 0r*?&t
Britain, Canada, and the United States.
Two festivals devoted solely to poetry speaking have
6
been established in England. The Oxford Festival was 
founded by Masefield in 1923. There, for four days every 
suatser* poetry is read by groups and individuals ranging 
in age froe thirteen years to adulthood. In 1930, 2?S
9
entrants froa every part of the English speaking world 
7
participated. Presided over by Ur. Sottoaley, the con­
test s attended by the writer were judged and criticised 
by Laseelles Abereosbte, Clifford Bax, Laurence Binyon,
Hichard Church, Austin Clarke, Walter de la Mare, Wallace 
B- Michels and L. A. &, Strong. The Poet Laureate was 
present as the guest of honor and addressed the speakers.
% .  M. Jones, ^English Verse Speaking Associations, * 
English Journal (high school edition), iO(v (June, 1956),
SC-51.
7Mt. Masefield states that competitors have come from 
China, Australia, India, South Africa, Prance, and the 
United States. Syllabus, Oxford Festival of Spoken 
Verse» (July, 1936), 2.
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The poetry read ranged fro® the Bible to G&rl Sandburg. 
The speaker* sought to meet the standards expressed in 
the following word* of the Judges:
the Judges1 interests in poetry are of various 
kinds; but for the present purpose they are one 
In effect. The Judges hope to hear speakers 
whose earnest aim is to display the poem and 
not themselves: who have sought to discover
what the poet has put into the poem as a guid­
ance to what they should get out of it: who
realise that metre and rhythm and rhyme are so 
iaany guides to the poet's intention, and to &lg~ 
guise or neglect or Imnrow© the® is to falsify 
or injure his meaning; and who, as the very 
foundation of their work, understand that the 
sound of a poem Is part of Its meaning and needs 
vocal cultivation for its revealing that shall 
be as exacting as a great singer's and as un­
demonstrative as the singer’s often is demon 
strative.®
The other English Festival is the London Speech 
Festival, holding its eleventh annual competitions in 
this year (193S) under the auspices of the Speech Fellow­
ship and Institute. In 1936 nearly twelve hundred children 
took part. They included sixty choirs of between fifteen 
and twenty-five voices each, ranging in age from six and
one-half to fifteen years and over, and coming from schools
oIn every part of London.
« w  Syllabus of the Oxford Festival of Spoken Verse, 
(July, 1936), p. 4*
^Clive Sanso®, “Eighth Annual London Speech Festival, * 
Good Speech, V (April-June 1936), 14.
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There are in England today a number* of teachers who
have made significant contributions to the development
of group speaking. Mona Swann at the Moira House School,
Eastbourne, le the author of Ag M m S m U  M  SbS£Bl SBSSS& 
10
(1957), the compiler of two anthologies of poetry for
10choral speech, Many Voioes, Parts I and II (1034), and
author of one choric dra$aa, At the Sell of Bethlehem.10
Others are Elsie Fogerty of the Central School of Speech,
London; Evelyn Abraham in the Stanmlllls Training College
In Belfast; and Duncan Clark of the Falkirk High School,
Stirlingshire. The name of Carolyn Davies is associated
with the work done by the Welch Choir at Barry Training
11
College, South Wales. Today there Is hardly a school in
Croat Britain where the subject is not introduced as a
12part of speech training and literary appreciation.
Croup speaking in Canada has been closely related to 
that of England. At Winnipeg, Manitoba, a festival pat­
terned on that at Oxford is now in its sixth year. Twenty- 
three choirs fro® grade schools, high schools and adult
109ee Bibliography.
^Gertrude Kerby, *The Development of Choral Speaking 
I© Croat Britain,* Good Speech, V (Apr11-June, 1938)* 8*
^ d e  Bank*» The Art of Choral Speaking p- 2 2.
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groups offered themselves for advice end criticism at the 
last fsstlTal.
Choral sneaking In this country received its impetus 
from visits to the States by teachers from Croat Britain* 
and through reports of the work done in England by visitor® 
to that country3 glee Cullam visited the United States in 
the summer ©f 1933, when she conducted courses In choric 
speech at the University of California, and gave short 
©curses and lectures in other institutions* Subsequent; 
visits by her and Hiss Swann have made Americans thoroughly 
conversant with the status and degree of advancement of 
choric speech in $reat Britain.
It is interesting to note* however, that in America, 
as In other parts of the civilised world* modern forms of 
choric movements or group experiments were developing 
simultaneously with the movements in England* the leaders 
being unfamiliar with techniques being developed elsewhere*
Vaehel Lindsay teas already been mentioned* Before, 
during and after the World War* with his interest In com­
munal art, tee was reciting and chanting his poetry and ob­
taining extensive group response from tele audiences under 
his vitalising leadership* In the early twenties, Masefield 
tells us, Lindsay made a visit to Oxford, where tee read
^Marjorie Gullan, the Speech Choir, p* 8*
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Paul el in the Lion * a Pea to an audience of done and masters, 
who were asked to supply the roars for the lions. His 
lecture tours la this eountry at which he read his own 
poetry with the assistance of the audience undoubtedly 
helped mcmy to realise the possibility of variously regu­
lated oral art forms of oommmml activity.
the drama made Its contribution even before the war 
in the experiments carried on by the Misses A. and X* 
Lewlsehn at the Neighborhood Playhouse In Mew York. there 
they aide use of the voices of invisible speakers behind
the scenes, who expressed supporting and supplementing
14ideas to the drama being enacted on the stage*
today it is impossible to list all of the centers ©f 
experimentation with choric speech in America, for they 
extend from the primary school to the University; from the 
Young Men*s Christian Association to the labor unions.
The significant contribution®, however, have been 
made by the schools. A® early as 1922-S3, students of 
Mrs. Alice Mills, then of the University of Iowa, gave a 
choric speech program at the convention of Teachers of Latin 
and Greek. Choruses were presented from Euripides* The 
Trojan Women. Four widely known Eastern verse- speaking
^Marguerite DeWitt, “Shall We heclte as Groups 1 * in 
Practical Methods of Choral Speaklag, p.6-
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groups, established before or soon after 1987, are those 
at Mount Holyoke College, under the direotion of Mrs* 
bills (1938), accredited in 1935-36 as a regular course£ 
at Pennsylvania Women's College under Vonda Xerst C192~); 
at Wellesley College, founded in 1929, under Cdbils de 
Banks, accredited as a course in 1936-37; and the choir 
of Marguerite OeWltt, visiting lecturer at Vassar College. 
Other noteworthy work in the East has been done by
Seymour 3. Bauman of the Herman Kidder School, iew fork
15
City, who uses seven hundred voices in his choir, and 
by Agnes Barry, Mistress ©f Winehlp Grammar and Inter- 
aedlate School, Boston, Massachusetts, and one of her 
assistants, Ethel Sawyer.
In the Middle West Carrie Rasmussen has rendered val­
uable service to the subject in her work In the elementary
16grades in the Madison, Wisconsin, public schools- Ex­
tensive work is being done in the nubile school systems of 
numerous Middle Western cities, notably Milwaukee, Wiscon­
sin; Cleveland and Toledo, Ohio; Chicago, Illinois; and at
17the John Burroughs School, St, Louie,
^DeWitt, ©£>. alt, p» 37.
^Carrie Rasmussen, ^Choral Sneaking In t h e  Grades**
The Quarterly Journal of Speech, XIX (February, 1933), 43-51 -
i?For details see Georgia M- Carp, Choral Speaking, p* 6; 
also Marjorie Cullan, •Mass Recitations,* Good Speech, V 
(April-June, 1935), 1-3-
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In Detroit, English speech 1# being taught In the 
public schools of the city by means of Speaking Choirs 
composed of boys and girls of foreign oarent&ge. These 
choirs comprise children from Russia, Csechoslov&kla, 
aermany, Hungary, Italy, Sweden, Finland, Poland and 
many other countries* Edna ifeltexksle, director of this 
work, says that “the aim Is the acquiring of a good pat­
tern of English speech, a training in rhythm, in control
and flexibility of tone and in the appreciation of fine
ISverse and prose - •
In the far West, Elisabeth keppie of Pasadena Junior 
College and Instructor In Choral Worse Speaking in the 
Extension Division at the University of California, was 
one of the pioneers* In 1932 she published the first text 
by an American on this subject, the Teaching of Choric
w  « r  v  t\rm m  n,ip<iwoift> iwnnhn* m m u
19Speech. Elisabeth Jenke of San Jos# Teacher® College
has laid her chief emphasis on a correlation of voeal and
20bodily expression Is group speaking* In 1936 a ferae 
Speaking performance was given in the Hollywood Bowl before 
as audience of twenty thousand people, directed by Woeha
^®Ed«a Mcfentie, “Otener&l Hotes,* Qood Speech, VI 
(OetPber-Deeember, 1936), 75.
19A See Bibliography
2O0orothy Kaucher, “The Verse Speaking Choir,* The 
Quarterly Journal of Speech, XVII (February, 1931), 64-75.
3?
Flake of the California State Department of fduo&tlon.21
Mabel S. Reynolds, of the University ©f Colorado, 
was one of the earliest to use speaking choirs in the 
Hooky Mountain area, her first product Ion having been in 
1936. The University of Denver report® a presentation of 
The March of the Colorado Indian Tribes, a unified series 
of poems from The Pageant of Colorado by Lilian itoite
22Spencer* in which a chorus of fifty-five participated-
Public attention In the South was called to the Terse 
choir in 1934, when Helen Osband, then at the Alabama 
Women's College, presented a group in choral speaking at 
the meeting of the Southern Association of Teachers of 
Speech in Birmingham* However, considerable work had been 
done prior to that* There has been a ferae Choir at the 
Louisiana State University since 1933 (credit course 1936- 
3?)* At Its meeting in Rashvllle in 193? the Southern 
Association of Teachers of Speech sponsored the.first Verse 
Speaking Festival to be held In the South* • Groups from 
colleges In Alabama, Georgia, Louisian*, Mississippi, 
Tennessee, and Kentucky participated.
Colleges and universities have, of course, found It 
possible to go further with the subject than Is feasible
^General Motes, Good Speech, VI (July-'Sept ember, 1936} ,43.
^Emaa Grant Header, *Ghoral Speaking and Its Values, a 
The Quarterly Journal of Speech, XXII (April, 1938}* 235-145-
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In the public school system. Already many excellent choirs 
are being heard over the radio* Among these may be mentioned 
the choirs at Wellesley College, Mount Holyoke, the Louisiana 
State University, the University of Denver, the University 
of Iowa, and the University of Colorado*
It has already been noted that choric speech Is taking 
its place as an accepted subject in the college curriculum. 
Wellesley College was one of the pioneers in offering 
credit toward degrees for Choric Speaking* Instruction 
in the subject, fully accredited, was offered in more than 
twenty-five college and university summer sessions last 
year (1938-37).
Several of the State Universities arc offering courses 
in Choric Speech through Extension to the public school 
teachers. Some of the more forward in this respect are 
California, Massachusetts and Louisiana.
Attention has been given t© some aspects of group 
recitation at Conventions of the national Association 
of Teachers of Speech (1934-1937), at the Eastern Public 
Speaking Conferences (1938), at Poetry Week celebration® 
beginning in 1934, at the Congress of American Poet® and 
at meetings of the National Poetry Council *
Articles on the subject have occupied s^ace sine©
1926 in practically every magarine devoted to the speech 
arts and to pedagogical methods* fen books have been
P5published in America on group spending since 1932,“'
One of the aoet interesting asoects of Choral 
Speaking in Aserlea Is the number of uses to which it is 
put* It was reeoswiendcd as a cure for spe -eh defects, 
especially stuttering ana stammerings by Dr* Lee Edward 
trawls ©f the University of Iowa,t4 as early as 1923* 
Marguerite DeWltt has recommended it as a tool for teaching 
phonetics; the University of Southern California and 
Louisiana State University emphasise It as an accompaniment 
for Interpretative dancing; as a social asset in women's 
clubs, church societies, social work centers and summer 
camps it has gained rapid popularity; the author has had 
soae experience in introducing It to Little theatre groups 
as an aid in dramatic training; its use to teach English 
to foreigners has already been mentioned; its value to the 
psychologist is recognised by H. A. Overstreet, who says * 
*f© Join with others in the voicing ©f & great poetic 
experience Is to feel oneself swept into a oneness of life 
that is well worth the having.#
^See Bibliography *
~4E* 6. Header, o p * elt •, p. 115.
^Marguerite Defitt, ^hall We Recite as Groups, * in 
Practical Methods in Choral Speaking, pp. 23, 68-59.
2®Ji« A. Overstreet, A Uuide to Clvlllged Loafing, p- 51*
As in Germany, choral soeech Is being used in this 
country as an instrument of social revolt* In 1934 the 
Srookwood Labor College Flayers produced two mass recita­
tion* on their tour to workers * groups In towns and cities 
of Sew England and the Middle Atlantic States. • The recita­
tion* dealt with the problem of unemployment and the problem 
of war. In Step, a speech chorus represented the millions 
of unemployed who tramp the street* and rebel against 
their misery. In another recitation on war, called Uncle 
Sam Want* Ecu the chorus, speaking directly to the audience, 
placed before it the problem of another war. the recitation 
definitely challenged the audience at the end, emphasising 
the question, •tomorrow will you be marching?® with a mass 
rush to the footlights and fingers pointing at the audience, 
y&ny worker audiences expressed their response at the end
of the piece, not by applause, but by shouting *80!* in
F?reply to the question. The appeal and influence of ofaorie 
speech has been wide in America.
Before ehorle speech in non-English speaking countries 
is considered, attention should be called tr the effect 
that *11 this choric activity has had on the drama in 
England and America. After an Interval of almost five hun-' 
dred years, the two arts are appearing once again conjoined
Susan Shepherd, •Mass Hecit&tion by Workers,9 
Uood Speech, V (July-September, 1935), 38-39.
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and interdependent. Oordcn Bottomley has followed up his 
earlier experiments with a collection of chorlc dramas 
called Scenes and Playa^  containing Ardvorlleb1 e jHfe. 
Oulbln Sands. and other plays with choruses* In this 
volume he makes a special contribution to draaa and to 
choral speaking. Here he writes dramas in which the human 
voice and human m o v m  m t s  symbolise the great elementary 
powers such as wind, snow and sandstorms* the m e  of the 
chorus, not as a mere commentator, out as a leading char­
acter is the play, is an original development in dramatic 
technique* Bottoaley*s acts of St. Peter, written to 
oq ammo rate the Oc tooent enary of Exeter Cathedral oy a 
representation of the life of its patron saint, was ere­
formed in the Gathedr&l in 1953 with a modern Terse choir*
Other dramatists have followed hie lead* T* 3* Eliot?b 
Murder in the Cathedral and The Hook, Mare Connelly's 
Oreen Pastures, Haywood-Gershwin*s Pcryy and Bess, Auden 
and Isherwood*s The Dog Beneath the Skin, and Sean O*Casey*a 
within the Cates, all offering opportunities for organised 
modem group utterances, testify to the growing popularity 
of this form with the dramatists*
In Europe three distinct types of choir have developed. 
Through group utterance such choirs as the Ooethetenuju
^See Bibliography.
y
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Choir at Dornaeh, Switzerland, seek religious expression 
and enlightenment; labor choir© like those inspired by 
the youth movement In Germany find social strength in 
united assertion of purpose; and verse-speaking choir© 
like that the University of Berlin seek to give adequate 
voicing to the great chorlc dramas of the past and to inter­
pret that lyric and dramatic poetry which is expressive of 
group emotion.
In Switzerland at Dornaeh Frau Dr* .Steiner ha© de­
veloped & notable mass technique which produces unusual
synchronization, clarity, strength and projection of 
29
purpose- There was an organized chorus by 19&6-27 and
a record of performances by 1928- the group speaking at 
Dornaoh see®© to be the outgrowth of the group9© previous 
work in Eurhythmy which unifies movement and sound and may 
be called "visible speech" In connection with spoken 
poetry, or "tone eurhythmy1 in connection with song. 
Originally devoted to a religious purpose, Its influence 
seem© to have spread, for Mary Major Crawford, In her 
report regarding the status of the Verse Choir on the 
Continent, reports that the speaking choir movement In 
Switzerland is active enough to draw the fire of the 
enemy. She quotes an article in a recent number of the
^Marguerite DeWitt, "Shall Recite as Grouos.* in 
Practical letho&s in Choral Sneaking, p« 18*
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Sehwelzsrlaehe Lehrergeitung, contributed by Christian
Winkler and entitled “Chorsprsohen? Jat Sp-rschehor?
MelnS* He approves of choral speaking that Is directed
to political ends, but does not approve of the speech choir
in the schools, which, he says, “has no ethical, political,
30or social purpose-'*
Germany was the first country to recognize the force­
fulness of mass speech as an expression of the worker's 
philosophy. After the World tar It developed this mode 
of expression as no other people has done since. Speaking 
groups called Spreehchore sprang up everywhere •
Particularly popular with these groups were the dramas of 
the German Expressionists— plays like Toller1® aasse ^eneh 
and Eaiser’e Gas I and gas XX. Miss Crawford quotes the 
following statement regarding this movement op-iven her in 
an interview with Dr. Fran* Anton Pfeiffer, director of 
the American Institute at Munich:
The speech choir began in the German 
schools about 1933, but it is mainly used 
in the summer camps, such as that at Lanzgrles 
near Tol*. Here about five thousand boys 
are taught to soeak in chorus. The voice® 
arc not specially trained. They cannot be 
selected as they are in singing, so it is 
necessary to depend on rhythm rather than on
^Mary Crawford, “Choral Speaking in Eurooe,* 
Good Speech, ¥ (October-December, 1953), 64.
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tone* Therefore, though the old tyoe of 
poetry is usually recited, the new type Is 
also used to a considerable extent because 
Its rhythms are more evident* Since the 
characteristic of modern Germany is collec­
tivism, not individualism, these aspirations 
are not collective. Hothing individual Is 
introduced except for contrast.^
In 1985 the labor group choirs and their recitations 
became so numerous In Germany that they were regulated as 
to the extent of their activity, the activity coming 
within the Deutsche Arbelts Front. In July, 1955, came 
the report from the Berlin correspondent of The London 
Times that Dr. Goebbels, the Minister of Propaganda, had 
pronounced a ban on speaking choruses for the whole of 
Germany. *Thls is apparently the end of the speaking 
chorus,*1 the report read, ^whlch has been one of the most 
remarkable symptoms of mass tendency In Mew Germany. It 
has been used for the most varied purposes, from th© edi­
fication of large audiences and wireless listeners to the
30
private enlightenment of Individuals.*1
Germany is also the home of th© best known Verse Choir 
on the continent devoted to the reading of classical liter­
ature, which did not suffer the ban placed upon the labor
^Crawford, op. clt., p. 54.
^Quoted from ^General Motes, 0 Good Speech, VI 
{July-September, 1936), 48.
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choirs. Its origins are to found at the conservatory 
In Cologne as early as 1915, where the first records of 
faodern grono speaking are 'found.®** Here under the direc­
tion of Wilhelm Leyhausen, a performance of the Persians 
of Aeschylus was performed in 19EO in the Opera House of 
Cologne. Looking for a wider field of activity, Profeasor
Leyhausen cane to Berlin in 1982, where he founded the
34Verse Speaking Choir of the University. His choir is 
made up of about two hundred members drawn from all the 
faculties: students of law,theology, medicine, and
philosophy. Professor Leyhausen now has an Institute of 
his own at the University. His group’s first great 
success was a performance of The Persians in the Berlin 
Stadtlsche Doer. The Statlonen of Goethe’s Faust followed 
some years later. The choir goes on tour annually, giving 
performances in Ban®ig# Cologne, Halle, Dueselderf and 
other cities- In 1931 a series of Agamemnon performances 
was given in the Berlin State Theatre. The greatest event 
in the history of the Berlin Verse Speaking Choir so far 
wag its Journey to Greece in May, 1935, where the Greek 
Government, the University of Athens and the Le-iphic Union
®®Marguerite Dewitt, *Shall We Recite as Groups,8 in 
Praotloal Methods in Choral Sneaking, p- 10.
®*Uoiveraity of Berlin, University Catalogue, 1916.
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invited Leyhausen and his philhellenic students to give a
performance of The FereIans In Leyh&ugen* s translation. In
October, 1936, the same group gave recitals In Its native
36tongue in Norway, Denmark and Sweden.
Miss Crawford' quotes Br. Bengler of Vienna to the 
effect that very little has been done with choral speaking 
in the Austrian schools, although there are two or three 
teachers in the capital who experiment with it. At 
Salzburg Br. Morgenth&u, who Is secretary of the Mozarteu®, 
said that there were formerly several labor choirs, but the 
feeling grew that these were being used for propaganda only, 
and thelr influence waned, until now they ar« rarely if 
ever heard.
in france choral speaking is not yet recognized in
*15
the schools, but the modern theatre there gives it quite
30an important place. Miss BeWItt, who has made a detailed 
study of the modern french theatre, reports her findings, 
which are quoted here in full:
^®Br* Hilda Binder/ *Vors« Speaking Choir of Berlin 
University,* Qood Speech, V (October-Deoember, 1935), 54,
Mary Crawford, *Spe@ah Choirs In Europe,* The 
Quarterly Journal of Speech, XXIXX (October, 193?), 444-449.
37Ibld., p. 446
^Marguerite SeSitt, op■ clt., p. 12-15-
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Of the twelve divisions presented in 
the Autant-Lara diagram of the modern theatre 
movement one is struck by the importance given 
to the ohorlc first division; I Theatre 
Chorelque {polyphonic et sImult&neISme)T
The polyphonic choruses include the 
old idea of ensemble or unison speech— all 
speakers using the same words— t© which modern 
groups such as “Art et Act ion1 (dissolved 
about 1933) added great variety of rhythm 
and vocal modulation. If a well-rounded 
polyphonic chorus is part of a play it easy 
also be presented as k separate unit.
Members of the advanced guard did not in­
cline greatly to this form of art though 
during the last twenty years they have given 
special attention to thcss? choruses which 
in themselves constitute a dramatic work* 
the best example being— according to 
Mad&ae Lara-Autaat— La Halssanee du Poeme by 
Fernand Dlvbire, 1918 (recorded ©“ Bisque 
aramaphone Mo. h. 908).
SIsrultanelseme is an orchestrated or 
syapho&Ised arrangement featuring a variously 
blended group of voices, possibly speaking 
simultaneously though not necessarily so; a 
voice group serving as an undercurrent* ac­
companiment of background for the voice of the 
main speaker. The effect may be that of an 
undercurrent of abstract sounds, the diffi­
culties being, as always, . . . .  accurate 
synchronisation, Individual plekuo and ces­
sation. Ex&soles of this form of chorus are 
Divoires, the Poeme dea Amis et des Enneals, 
and possibly Marathon which have“been very 
successfully broadcast. The radio script for 
the group voice portions Is prepared diagram-, 
atically, thereby indicating when certain 
voices are to support, echo or Interrupt the 
leader. SImultanelsme was started or invented 
by S. K* M. Borgun— now living In America— who 
still hopes to write a drama requiring several 
thousand voices.
On the whole the cboric activity did not 
take an outstanding place in the French theatre. 
Many Americans know about some of the unusual
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work of the Gompagnie dee Quinse under the 
direction of M. M. Saint-Denis. The activities 
of the now disbanded comnany were not orimarily 
tied to the chorlc theatre movement. A t  
present there seenss to be a single group—  
“Proscenia*— directed by another of Copeau's 
pupils Jean Dory, a group working at chorus 
of the polyphonic but not as yet of the 
*slanltanelsrae* type.
Georges Colin— who formerly accompanied 
Sara Bernhardt on her American tours-*-has of 
late years been Interested in radio drama and 
predicts an additional development which began 
about 1928. The “Theatre Hadicphonique, * sc? 
©ailed by "Art ©t Action 4 has been pushing new 
choric effects and devices to the fore. The 
outstanding idea is that of an underlying voice—  
for each actor— reciting a motif as a litany 
during each given actor’s entire part In order 
increasingly to individualize and to Identify 
the voice of an actor, thereby making it easily 
distinguishable within a group of voices— an 
advantage when the audience is unable to see 
the group of performers. An example follows:
For an architect oullding a cathedral, the 
underlying voice would be with ©hovel and 
hammer,11X will build the cathedral *: for a
typist, the underlying voice would be simply 
the nolee of clicking typewriters, and so 
forth. These may also be delivered in a zr.ualeal 
rhythm. The results of these experiments are 
as yet seldom broadcast. Madame Lar^ with-her 
husband, H. '£» Autant, will shortly complete a 
comorehenslve book on the choric theatre of 
France. In the meantime the present reader© 
may wish to follow up the movement In .Poland 
directed by Siegmund Foneskl, and another move­
ment in Korway directed by S*ernbu?Tg©* According 
to Madame Lara-Autant the following titles are 
very interesting: L& Mis© en or Scenes df
aujourd hui by Camille Pouoeye la Belgian), and 
Tendance Mouvelle du Theatre by T'ausslnac.
In Huesla the Idea of choric speech was neither new 
or startling since for centuries folk songs called for 
and peasant choruses and village choirs had beer* accustomed
49
to many and varied fora# of orchestrated human voices» 
These oftlmes accompanied in melodious humming the solo, 
trio, sextet, etc*, of the choir, and rhythmic unison 
speech constituted portion of the score, In the educa­
tional program of new Russia* as well as in many of Its 
social and civic activities, choric speech Is essployed. 
The Soviet government has recognised the possibilities 
of choral reading- Dramatists have been encouraged to 
write choric plays and verse as a form of propaganda for 
the workers-
%Q^Elizabeth £. Kepple, ®Choral Speech and Contests 
in Europe,® Speech Education in a Dcmooraey, s. Arthur 
Gable, editor, p* ^OE. ""
chapter tix
PURPOSE or THIS STUDY
Ad has been noted in the preceding summary of the 
present status of choric speech, group speaking enjoys 
at the present time a widespread popularity. Those who 
are acting as teachers and directors of verse speaking 
groups may he divided Into two groups: those who regard
choric speech as an end In Itself, and those who regard 
It as a means toward an end. The former group includes 
those who are primarily interested In group speaking as 
an art form, either as an independent branch of the 
speech arts, as an enhancement of the drama, or as an 
accompaniment to the art of interpretative dancing. 
Analysis of the theories of art and esthetics underlying 
the acceptance of choric speech as an art form, and of 
the techniques required in perfecting this form as an end 
in Itself, has been th.« primary alia of every book that 
has been written on choric speech no to the present time- 
In additlcn to the priisary emphasis on choric speech 
as an art for®, these writers have, at least implicitly» 
recognised that grouo speaking has been productive of
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certain skills very necessary to good speech.
The second group includes teachers In public and 
private schools, colleges and universities* who, though 
they say employ group speaking as an end in Itself, are 
chiefly interested in its effectiveness as a device for 
teaching certain skills necessary to good speech.
A summary of the assurances given this group by 
authoritative writers on the subject of group speaking 
reveals that participation in this activity is sAAd 
to have value not only (1) in its encouragement of com­
munal activity; (£} in bringing about personality re­
adjustment; (3} in facilitating the teaching of literary 
appreciation; but also (4) in improving the quality of 
speech from the standpoint of diction, voice quality and 
flexibility of tone.
though none of these claims have been based on con­
trolled experimentation or supported by objective evidence, 
they have been widely accepted.
Analysis of the statements of the various writers 
on the subject reveals that choric speaking may have one 
or more of the following named four objectives;
I. Ghoral Speaking imy have a social value in its 
encouragement of communal activity.
(a). There is no enjoyment comparable to that 
which results from sharing a fine endeavour. The
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realIgation of the mutual delight that la attendant 
upon group achievement is one of the most construc­
tive values in choral speaking.^
(h) Our gregarious instincts find enjoyment 
in dancing, singing, chanting and other artistic 
forms of expressing emotion enhanced through group 
participation. In choral speaking the aesthetic 
Joy of poetry is Joined with the pleasure of group 
activity.^
II. Choral Speaking may have a psychological value 
in offering an outlet of self-expression for the timid 
and repressed.
(a) through the support of the group, the 
shy, self-conscious speaker gains confidence and 
eventual freedom from Inhibition; the exhibition­
ist on the other hand learns to "lose himself to 
save himself." In working with children these 
results are so marked that in nearly every ease 
after from one to three years of speech choir 
work both difficulties have v a n i s h e d * 3
(©) Through the speaking of fine literature 
in such a choir, many of the most diffident stu­
dents have been awakened and have discovered a
new avenue of self-expression......... Various
fears and complexes and lack of self-confidence 
have paralysed their efforts in that direction. 
But the association and support afforded by the 
choir has given them courage. . . . .  A new self 
has been discovered and revealed through the
^O^cile de Banks, the Art of Choral Breaking, p. 26
P. Robinson and R. I*. Thurston, Poetry 
Arranged for the Verse Speaking Choir, p. 24
^Mona Swann, An Approach to Choral Speaking, p* 22
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means of ehor&l interpretation.4
(o) The fact that the initial steps of 
remedial work consist of group exercises allevi­
ate self-consciousness, and it is possible to 
raise the whole standard of speech in a group 
of thirty people without their being conscious 
of embarrassment of discouragement*^
III* Choral Speaking may have a cultural value In its 
stimulation ©f Increased appreciation of literature.
(a) The teacher of literature would be 
primarily Interested In the verse-*©caking choir* 
because by feeling, living verse, speakers and 
listeners realise in an unusual degree the rhythm* 
power and meaning of poetry. Their appreciation 
of poetic forms and Ideas is aroused, and their 
imaginations are stimulated.®
(b) Perhaps the most heart-warming result 
of the work with this group was their heightened 
love for poetry. Prom the point of view of most 
teachers of English, this increasingly sensitive 
response to poetry may be the most important 
result of speech chorus work.*?
IV. Choral Speaking may have speech training value' 
in that It results in improved articulation and enunci­
ation, increased beauty of voice quality and greater
^Elizabeth Keppie, The Teaching of Choric Speech, p.13. 
^Gdcile d© Bank©, op. Pit*, p. 25.
^Crace Lo&r, "A Verse Speaking Choir In High School,* 
English Journal (hl&h school and college edition), XXI 
THovember, I&32), pp. 7IC-715.
7DeXIa Smith Mores, "Choral Speaking In a Secondary 
School,* In Practical Methods In Choral Speaking, d* 175
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flexibility of tone*
(a) Choral speaking may serve as a means 
of acquiring better diction, more fluent and 
varied expression, and more melodious tone.^
<b) The correct accent is particularly 
veil safe-guarded In the verge speaking choir 
with its emphasis on rhythm.9
(c) Speaking again of the chorus of twenty- 
five voices, many feel that such organization 
meets the need of mass education in speech* * * « 
The experience of an individual, with an untrained 
voice, of six months in an excellent choir is 
enough to make him speech conscious; it should 
loosen the shackles of provincialism and careless­
ness which may bind him; it should place him in 
the ranks of Americans who are effectually 
raising the standard of our national speech.
{d) Choral speaking unquestionably tends 
to improve the quality of voices* The blending 
which is the secret of success demand® a soft, 
mellow, resonant tone* The harshness, shrillness 
and throatiness, the sharp attack on the vowels, 
that tend to disappear in this blending process, 
say be permanently and happily lost.1^
(e) Cronos seem less likely to *thump* and 
*sing-song* in their interpretations of poetry 
than those reading individually.12
(f) Choral speaking demands that all members
^Marjorie Chilian, Choral Speaking, p. 2.
p
Oertrude Enfield, Terse Choir Technique, p. 14.
10Ibid., pp. 16-17.
^Eobinson and Thurston, op. cit., p. 27,
^Dorothy Kauoher, BEt Tu Brute,® The a and School,
IX (February, 1933), 7.
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of the group think lucidly, feel strongly and 
employ variety in all the tonal elements* they 
find their voices capable of tender qualities, 
wide range of force, pauses of which they for®** 
erly would have been afraid, various rates of 
speed and high and low tones which previously 
seemed Impossible. Mever again will they be 
quite so much afraid to hear themselves depart 
from the dull monotone to which they have be* 
cone accustomed. 3*3
Though the need for objective testing and ex­
perimentation for substantiation of the first three 
objectives listed above is recognised, they are stated 
here merely as a part of the survey of the field as a 
whole, in order to give a perspective of the entire 
scope of the problems involved in choric speaking.
This study will limit Itself to an analysis of the 
effectiveness of group speaking on the acquisition of the 
speech skills as outlined in the fourth objective above-—  
specifically,
(a) Improved articulation and enunciation.
(b) Increased beauty of vole© quality.
(c) Greater flexibility of tone.
This study has been made through a comparison of the 
progress made by two groups of untrained speakers over a 
six-months training period. Each group has been given the 
same background of theory In respect to the phonetic, phy-
^aobinson and Thurston, clt., p. 26.
56
physical and physiological bases of good speech. One 
group has been drilled according to the usual methods of 
Individual reeltatlorn The other has been drilled chiefly 
through the use of the techniques of choral speaking as 
advocated by present authorities on the subject.
As far as the author can ascertain, only one writer 
on the subject of choral speaking And its value has recog­
nised the need for such a study. In an article published 
In Practical Methods In Choral Speakings *Choral Speaking 
and its Values,8 Emma Grant Mea&er says;
It Is believed by many that the Indirect 
method of vers© speaking choirs will accomplish 
sore for better speech than will the older and 
more direct method by means of Isolated speech 
drills. There is need for controlled experi­
mentation to prove or disprove this thesis.**
This study attempts through such ^controlled ex« 
perlmentation* t© discover the answers to three specific 
questions:
1. Is choric speaking effective in Improving 
articulation and enunciation?
g. Does participation In choric sneaking result 
in improved voice quality?
3. Does partioip&tlon in choric speaking result In 
greater flexibility of tone?
^Marguerite DeWitt and Others, Practical Methods in 
Choral Speaking, pp. 115—116.
5 ?
As an outgrowth of the method of investigation 
employed, a fourth Question Inevitably arise®t
4. How does training In these skill® through ohori© 
speech compare in effectiveness with training through the 
older, generally followed method?
C H A F f£H  XV
METHOD Or INVESTIGATION
The method of investigation followed in this study 
consisted of the following* divisions:
A. alNIBAL JPL&H
This Investigation was conducted in connection with 
one branch of the coarse in Fundamentals of Speech offered 
In the Speech Department of Louisiana State University* 
This course is one devised for students who have had no 
extensive previous titising ia speech and who do not in­
tend to major in that field. All of the subjects for the 
investigation were students regularly enrolled in this 
course.
The subjects were divided Into two groups of twenty 
each, designated hereafter as group® A and B. At the be­
ginning of the training period each subject made a Phono­
graph record of the material found in Division 0 of this 
chapter.
Following the making of the records, a six-months1 
period of training in the fundamentals of good speech was 
given each group* The training periods consisted of an
hour lecture and five hours of drill every two weeks.
The two groups were given the same material in lecture, 
which consisted of background and theory in the purposes 
of speech, the characteristics of good speech, the physical 
basis of speech, the physiological basis of speech, oho*/- 
netica, elements of public speaking, Interpretation, con­
versation, etc- Both groups used the same textbook.^
When the unit of material under consideration did not deal 
specifically with (!) articulation, (2) voice quality,
(5) flexibility of tone, the training technique for the 
two groups differed as will be hereafter indicated.
At the completion of the training period, each sub® 
Ject made a second record, using the same material as wag 
used in the first record* This material had not been 
drilled upon by either group during the training period.
All of the records were then judged by four Judges 
who were well qualified to judge on the three attributes 
of good speech under consideration in this study/
B. SELECTION Of SUBJECTS 
The subjects selected for this experimentation were 
students enrolled in a college soeech class for the first 
time. These forty students made up two classes in the
fundamentals speech course and the division into two groir- s 
of twenty each was made on a random basis. Thirty out of 
the forty were members of the freshman class* T h e r e  w e r e  
twenty aen and twenty women* 0roup A contained n i n e  men 
and eleven women* 0roup B contained nine women and eleven 
men.
One subject, a graduate student, was selected to make 
a sarnie record to be used as a standard in the Judging 
described hereafter. (Bee Division F.)
ho attempt was made to select students with either 
good or bad speech habits. The only factor operating in 
the choosing of the subjects was the effort to exclude 
cases of pathological speech defects, and cases that indi­
cated extensive previous training in speech.
0. KMXHO OF BfiOOR&S 
A Fidelitone Recording Machine was used in making the 
records.
The following eons id orations prevailed in the selec­
tion of material for the recordings
1. Since It was not the purpose of this study to 
test the effectiveness of group speaking on the acquisition 
of skill In any particular form of speech activity, but 
rather to test the effectiveness of this form of training 
on the acquisition of fundamental speech habits used In 
any speech activity, a paramount consideration in s e l e c t i n g
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material for the oak log of the reeordis was that it give 
opportunity for contrasting style® of delivery. For 
thl® reason both prose and poetry were chosen-
£« fhe second consideration had as Its basis the 
assumption that the fundamental characteristics of good 
articulation, pleasant voice quality and flexibility of 
tone are most useful to the average student in the more 
normal speech situations; i.e., reading aloud and conver­
sation. For this reason an effort was made to select
material which would give a basis for Judgment of these
characteristics when the subject matter was easy, informal 
and conversational In it® tone*
3. A third consideration was that the material should 
have no special characteristics hioh would favor the sub­
ject who had been trained \n the techniques of a special­
ized speech for®, group speaking. For this reason the 
poem selected was one the intricate phrasing and intro­
spective nature of which made it unsuitable for group 
rendition.
4. A final constderation was that the material should 
offer a reasonably difficult problem in articulation, that 
it should be of a nature to demand some beauty of vole© 
quality, and that it should present possibilities for wide 
variations in pitch, volume and tempo*
ftach subject was given from three to five minutes in
which to road over the arterial before the record was mad 
The InstructIons given to the sobJeots were as followsi 
■Head the material you have before you* making an effort 
to communicate the author9 & true meaning to an imaginary 
listener-*
The following material was used for the preliminary 
and final recordings. It covered one side of the record, 
or about three minutes in reading time.
1- On Wearing a Hat ~ 0. K. Chesterton
There’s a good deal to be said about wear­
ing a hat; and yet this humorous custom, this 
ripe topic of wearing a hat has been sadly 
neglected as far as I can make out by scholars, 
scientists, poets, eomoosers and other smart 
people* Man has been variously defined as the 
religious animal and so on; but also, to the 
best of my knowledge and belief, he is the only 
animal that wears a hat. He has become so 
accustomed to the habit of wearing this hat 
that fee does not feel that he is himself out 
of doors without it.
Mr. Howells, I think It was, has told us 
in one of his novels of a young man who deter­
mined upon suicide. With this intent he made 
a dash for the sea. Upon this way there a 
sudden gust of wind blew his feat off. Instinc­
tively he turned to recover It. This action 
broke the current of his ideas. With hia hat 
fee recovered fels reason and went home alive 
as usual.
His feat has come to mean for a man much 
more than protection for his head. It is for 
him a symbol of fels manhood You can not 
more greatly insult a man than by knocking off 
fels feat. As a sign of fels reverence, his es­
teem, his respect a man bares hia head * We ex­
press great Joy by casting our hats into the 
air. If X wish to show my contempt for you, I 
will wear my feat In your house. If 1 wish you 
to clear out of ©y house, I say "Here's your
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hat!* If I am moved to admiration for you I 
say •! take off ay hat to you!® X greatly en­
joy seeing you run after your hat In the street 
because you are made thereby excessively 
ridiculous.
£. Margarlt&e Sororl - f* E. Henley
a late lark twitters from the quiet skies;
And from the west,
Where the sun, his day’s work ended,
Lingers as in content,
there falls on the old, gray city
an influence luminous and serene,
A shining peace.
the smoke ascends
Xa a rosy-and-gcIden hate* the spires 
Shine, and are changed. In the valley 
Shadows rise, the lark sings on. the sun, 
Closing his benediction,
Sinks, and the darkening air
Thrills with the sense of the triumphing night 
HIght with her train of stars 
And her great gift of sleep*
So be my passing!
My task accomplished and the long day done,
My wages taken, and in my heart 
Some late lark singing,
Let me be gathered to the quiet west,
The sundown splendid and serene,
Death,
P. DRILL PROCEDURE FOR &R0SJ? A
(I) Penera1 Fraoticea and Procedures * In order to 
simplify the description of the drill procedure for Croup 
A, to avoid unnecessary repetition, and to clarify, for 
those readers who may not be familiar with the techniques 
of group speaking, certain terminology which will be used 
throughout, It is necessary to sumstarise at this point
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certain common practices and procedures in the use of 
group speaking which are generally recognised as produc­
tive of best results. It is understood that ^ls study 
is not concerned with an evaluation of the best technique 
In perfecting group speaking as an art for®. The methods 
of procedure In group speaking as used by present author­
ities, have been employed In the drill procedure for 
Group A. It is to be understood also that, so far a® can 
be ascertained, these particular techniques are based 
solely on experience. It Is not to be interpreted that 
the use of these techniques, whose effectiveness has not 
yet been determined by experimental Investigation, pre­
cludes the possibility that other techniques might not 
produce different result®. The techniques of group speak­
ing, then, which will be outlined in general terms first 
and In detail In the drill procedure which follows, are 
those which are being recommended by present authorities. 
Since it is this technique which Is said to be effective 
in the development of those speech skills that this study 
proposes to Investigate, It is essential that this exreri- 
merit make use of its essential principles and that they 
be stated here.
Authorities are In. agreement that the techniques of 
modern choric speech differ from the two principal earlier 
manifestations of group speaking which it may in some
particulars resemble* One of the earlier forms Is the 
Greek chorus. It Is generally conceded that the independ­
ent use of group speaking Is not to be confused with the 
Greek chorus, since modern choral speeeh Is not presented 
under the same condition; it is without music and without 
movement
The other Is the "Claas-Recitation * * "Class Recita­
tion* was a convenient means whereby the teacher could more 
or less determine whether all the pupils knew the set pas­
sage* It consisted simply of many people socaking at once- 
Advocates of modern group speaking differentiate it from 
this older form on the basis that group speaking as now 
practiced is a co-operative enterprise between the teacher 
and the individual members. Its aim Is to arrive at a 
method of voicing a poem by discussion of the spooled* 
thought and understanding of the group and conductor alike* 
This co-operative approach is thought to differentiate 
choral speaking from "Class Recitation* *
The definition of choral or group speaking most 
commonly agreed upon is that it is the vocal interpretation 
of a poem by a group of voices instead of by a single voice* 
All authorities make the point that Its effectiveness Is
2
Marjorie Cullen, "Choral Speaking Redefined,* The 
Emerson Quarterly, XVIII (December, 193?}, o* 4.
dependent upon the group** arriving at a single Interpreta­
tion of the no eft, to which interpretation each Individual 
sake* a contribution, not as an individual, but as a part 
of the whole group. the most frequent comparison made is 
with the singing choir, the point being made that both 
of these forms demand a unity of purpose, and a subordina­
tion of the Individual to the whole, and that each seeks 
to secure its effects through the blending of many voices 
of varying quality and tone.
In making the following description of general pro­
cedure, the point must be emphasised again that these 
techniques are based on the experience of director®, un­
supported by experimental evidence. Those considerations 
which are generally insisted upon by authorities were 
observed in making this investigation.
First, as to size: The most satisfactory number of
voices for either the practical purposes of speech training 
or for artistic efforts, is thought to be between fifteen 
and twenty-f o u r O p  to thirty or down to twelve is 
granted possible, but if the number of voices exceeds
^Cd^lle da Banke, The Art of Choral Speaking, pp. 140- 
143; Mona Swann, Approach to Choral SpeeoK" tT 16; Edith 
Hamilton, *fhe Creek Chorus7 Fifteen or rifty?** Theatre 
Arts Monthly, XVII (June, 19335, 45^-46?.
Mote: In Succeeding citations in this chapter no
attempt will be made to cite more than two or three typical 
references -
mthirty, the group is aald to he cumbersome, and If they 
are fewer than twelve, It is thought to be difficult to 
tehifve a group sense.4 Most director® express the 
feeling that fifteen is the ideal number for the speaking 
group. Following this principle, them, in the present 
study, the use of a group of twenty was thought to give 
a large enough number for valid experimentation without 
exceeding the limits reecamended for effective results.
Second, as to grouping; Various types of grouping 
are reeowended by directors, foe two considerations 
which all agree on were observed in this Investigations:
1. That the members of the group be close enough 
together to hear each other clearly.
£. that all speakers should be apranged so that
&they can see the director perfectly.
% h e  numbers given here represent the concensus of 
opinion. It should be noted that labor choirs in Censany are 
sad# up of SCO voices and at least one cxnerl.3nenter In 
this country works with TOO (see page 35; also see Mona 
Swann, An Approach to Choral Speak Ipse, p. IS). *Th« small 
choir of eight to eleven voices may be used to great ad­
vantage for the making of what might be termed chamber 
music in contrast to the orchestral effect of the full 
choir.*
®Marion P. Robinson and Koaetta L. Thurston, Poetry 
Arranged for the Verse Speaking Choir, pp. 34-35; WaTlace 
IT Mlehols, fRe^Speaklng of Ketry, p. 106; Mary H. Armstrong, 
•Certain Aspects of Choral""Speech,4 The Quarterly Journal 
of Speech, XXIV (February, 1938), ll?TXia.
^Gertrude Enfield, Verge Choir Technique, p. 30;
Cyclic de Bank®, The Art of Choral Speaking, pp. 146-150.
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Third, as to ^voicing*: All directors classify the
tolees in the group on the basis of voice quality and 
characteristic pitch* The purpose of this division is 
to enable the group to lend variety to the interpretation 
of poems involving characterisation, strong contrasts in 
description, or use of the antiphon.
In this investigation the characteristic pitch grass 
determined by noting during a short reading the average 
pitch to which the voice returned aoet frequently, es­
pecially on such downward inflections as accompanied the 
end of a thought or sentence* It was found that the 
women averaged slightly below middle 0 and the ©en fro© 
a fifth to an octave lower* The timbre or quality or
tone color of each voice was noted and the voices were
classified on the basis of *&&rk, * "medium, * or *light. *
"Darkness* was usually, though not always, associated with
low pitch and "lightness* with high*
Since the group was made up ©f both men8s and women4s 
voices, the men’s group formed a basic Mark* group and 
the women4s a basic *hlgb.n fithin both groups, then, 
further divisions were ^ade.
This procedure was in accordance with the recommendations
?Marjorie Julian, The Speech Choir, pp. g0-£l; .Elizabeth 
ieppie, The Teaching of""SEorl'c SpeecH"pp■ 65-66.
6@
Q
of recognised authorities.
Since it was not the aim of this investigation to 
prepare a group for artistic presentation before an audi­
ence, no attempt was made in selecting the subjects for 
experimentation to keep the ratio of eight dark to ten 
light voices which is recommended for ton® balance. Of 
the group's twenty members, as previously noted, there 
were nine men and eleven women, in the men's group, four 
voices were classified as Mark, * three as ’‘medium* and 
two as * light.® In the women's group two voices were 
classified as *dark, * five as ^medium* and four as "light. 
If the effectiveness of group speaking in the acquisition 
of good voice quality or flexibility of tone is dependent 
upon a ^balanced tone* from the whole group, it would seem 
that the variation of this experimental group from the 
ideal as recommended by the authorities is too slight to 
affect the results materially.
It should be noted further that this division into 
groups was not made during the first few weeks of group 
speaking. This is in accordance with the recommendation 
generally made that ^voicing* should be delayed until the 
group has become familiar with the director, and the
®C^elle dc Banke, Oo. clt*, pp. 145-145; Marjorie 
Gullan, Choral Sneaking, p. Jr,S7.
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director with the group.®
Fourth, ae to method of conducting practice? A H  
directors agree that the effectiveness of group sneaking 
is dependent upon securing unity during rehearsal. Tour 
types of unity are thought to he essentials unity of 
thought, unity of articulation and syllabication, unity 
of pitch and inflection and unity of timing.
f© secure unity of thought, the introduction of each 
poem was followed by a period of discussion in which each 
member of the group contributed his ideas a© to the poet8s 
meaning and how it might best be conveyed. Opposing 
views were reconciled where it was possible. Where it 
was not possible, the poem was discarded and another sub­
stituted In its place, The group In practically every 
case determined the type of arrangement which m s  used 
with the poem. It Is the theory of previous writers on 
this subject that the method outlined above will result 
In the •ec-operative abroach* which characterise® group 
sneaking.
The method of securing unity of articulation and
^Marjorie Chilian, The Speech Choir, p. 20.
lOSona Swann, op. clt., p. £0; U» P. Eoblnson.and 
Thurston, ££. clt•, p. 42.
^Mona Swann, op. clt., o- 20-28; C^ tsIXe de B&nke, 
go. clt., p. 151.
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syllabication will be outlined in detail in the drill oro- 
eedure bearing1 directly on articulation. Since all con* 
duct ora esi h&flist the principle that attention to this 
point must accompany every practice period, It i& mentioned 
here aa indicating an awareness of this problem as an es­
sential aspect in conducting practloe efiactively*
7here are sharp differences of opinion among direc­
tors in regard to the meaning of unity of pitch and in­
flection* In determining the method of procedure to be 
used is this investigation, the writer adopted the atti­
tude of Gullan^ and de Banke^ as seeming more practical 
and reasonable* The opinion of these two directors Is 
that unity of Ditch does not mean uniformity of Ditch* 
Rather, they take the view that uniformity I® neither nec­
essary nor desirable. Following their suggestions, the 
Investigator sought to reach with the group, a common un­
derstanding as to meaning, mood, phrasing and general in* 
tonetion pattern* This method is said by these writers to 
result in adequate unity of pitch and Inflection.
^Marguerite Dewitt, "Shall Recite as Gr-cuna,*
Practical Methods In Choral Speaking, op. 46-4 7 ; Marjorie 
Chilian, Choral Speaking, po. 2 4-3 6 .
^Marjorie (ktllan, Choral Speaking, o. 7
**Cdcile de Banke, The Art of Choral Speaking> p. 12S.
To secure unity of timing, ^he investigator determined
the sense pauses through the medium of group discussion,
and set the breathing pauses on the basis of the needs of
the whole group*
A second aspect of this fourth, consideration, I.e.,
the method of conducting pmetice, which all authorities
emphasise* concerns the direction or conduction of the
group* Here again there Is a wide divergence of opinion
among previous writers* and here again this investigation
makes use of that technique which seems the simplest and 
ISmost direct. With a light movement of th® right hand the 
signals for starting, indications of tempo, the pauses and 
the “nuances* were given* the decision to make use of 
this technique was based upon personal observation and 
study of the directing technique of Hiss flullan.
One other point observed during practice periods 
should be noted. It is recommended a® being of great 
value that the director have on® or more individual ©em­
bers of the grouo Join her during parts of the oraetice 
period in order to gain an objective and critical
15
U. P. Robinson and ft. 0. Thurston, 0|>« clt., pp. 3?- 
38; Evelyn &. Abramson, "The Teaching of CEoric^3peech, 
flood Soeech, V (January March, 1936), 81-82; -R. B. Lewis 
and Hi 5V Mobert®* “The director’s Part In the ¥®rse 
speaking Choir," The Quarterly Journal of Speech, XXIII 
(February* 193?)7~§3-63.
attitude toward the interpretation. diction and tone of 
the voices. This procedure was followed throughout the 
period of training.
la concluding this general outline of procedure for 
Group A, it is recognised that most writers on the subject 
warn against certain dangers that nay arise In group 
speaking which will mar its effectiveness* Certain 
remedies for these dangers are suggested. In conducting 
practice periods with* Group A f the devices suggested for 
counteracting the three following named dangers were 
employed:
1. Dullness
2. Emphasis of sound at the expense of sense
3. Heavy, labored utterance
To counteract the first, several different types of 
poetry were drilled on simultaneously: a nonsense refrain,
a robust ballad, a delicate lyric, or a Biblical passage.
To counteract the second, normal speech tunes used 
In conveying ideas and feelings' in daily life were con­
stantly recalled to the group. Poems were occasionally 
introduced which had little melodic value, laying the 
emphasis almost entirely on the thought.
^Marjorie Gullan, The Speech Choir, o. 28; p. 
Robinson and H * b. Thurston, 0£* clt., p. 41.
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To counteract the third, frequent use was made of
17nonsense poetry for drill *
(II) Materials and their Arrang?ernenta« The types
of material used for training Group A was that which
is recommended by experienced directors ©f group speaking 
18choirs. It necessarily differed fro® the material
used in drill procedure with Oroup B. The criteria for 
suitability of material for group speaking, as these di­
rectors analyse It, may be classified as follows;
1. Traditional; Any material Is suitable which has 
a traditional basis for grouo interpretation. This In­
cludes the Bible, passages fro® Greek tragedy and old 
ballads. Example: the fwa* Sisters— Traditional English
Ballad.
Group Emotion: Poetry lacking a traditional
basic may be imd if it expresses a feeling which is uni­
versal, racial, or national, or If It is expressive of 
group or class emotion. Example: Ode--O'*fthaugnessy»
E2£B: basis of for®, that poetry is suit­
able which;
(a) Indicates appeal and response, or question
l?Agnes Curren Hamm, Selections for Choral speaking, 
p. 12; Marjorie Chilian, Choral SpeSEing, ppV_;?4-/6.
^®Elieab©th M. Jenks, *Caia®©Tit on Poems Suitable for 
Verse Speaking Choirs,w Theatre and School, lx (April, 
1931), 18.
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and answer. Example: The Palatine-~ ^ 111 a Gather.
f MTU.IIII T*| Iir , ■» «innr.
(h) Offers parallel structures, either of 
strongly contrasting ideas, or a repetition of values 
In differing words. Example: Cargoes-— Masefield.
(e) Offers a construction made up of many loosely 
related details. Example: Miracles— fait Whitman.
Prsdoaiinat ing Values: Poems whies have one of
the following poetic values predominant are recommended 
for suitability.
(a) Rhythm— Example: Tarantella— Hilaire Bel loo-
(b) Melody of sound— Example: Bong of the Chat­
tahoochee— Sidney Lanier.
(o) Narrative or dramatic quality— Example: The 
Lady of Shalott— Alfred Lord Tennyson.
All directors are in agreement that no poetry should 
be used for group sneaking which is autobiographical, In­
dividual in expression, Introspective, subtle in word!ng 
or Intricate in phrasing. The types of poetry most gener­
ally excluded are the sonnet and the ode.
All the material used in training Group k was selected 
in conformity with these criteria.
Modern grouo speaking, as It Is employed both by 
those who regard it as an art form and those who are inter­
ested in It as a teaching device, make® use of four general 
types of arrangements of poetry. The type of arrangement
78
la dependant upon the fora end thought of the noem. to 
secure the hast resulta In training for group speaking,
It is recommended that these arrangements he Introduced 
in the order of their difficulty.
In order to clarify the description of drill pro­
cedure for Oroup A which follows, it is necessary to 
describe these four types of arrangements and Indicate 
the uses pf each.
The first Is called refrain speaking, this arrange­
ment Is used in poems which make use of a repeated line 
or stanta as a constantly recurring motif, The best ex­
amples of this type are found In old ballad literature 
In poems like the Ballad of Hynd Horn or The Twa Slaters. 
Modern ballads like Benetfs Jesse James make use of the 
same device. The method of presentation in refrain 
sneaking is to have the director or leader speak the lines 
which tell the story, while the group supports the varied 
moodsofrepeating the refrain line or stans®.
The second type is called azitlphoaal or, two-nart 
speaking. It is employed In poetry which makes use of the 
parallelism of balanced phrases such as is found so fre­
quently in the Bible; In poems where the form is that of 
question and answer, a device quite common in simple folk 
poetry like Lord Lovel or The SMBiS-SMSi* 9221A«s; or 
in poems which present strongly contrasting descriptions
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or widely divergent points of view* Such Is the form of 
Weather by Thomas Hardy or Southern P&clftc by Carl Sandburg. 
The for® of presentation Is to divide the speakers into 
two groups, men and women, or Mark * and "lightH voices*
The •light* voices are generally given the question and 
the "dark* the response. Similarly the "dark* are assigned 
the more vivid, passionate and strenuous passages, and the 
•light* the more delicate and tender ones.
The third type, in order ©f difficulty, is called 
grouo speaking. It Is used In poems that are divided Into 
self-contained units. There are two types of group speak­
ing as generally employed. One is known as the "sequential* 
arrangement. This fora Is used in ooea® that are built up 
by a sequence of detail in a theme, or by many variations 
on one theme, where each unit of the poem expresses a 
different emotion, paints a different picture, or presents 
a different idea. Such a poem is Q&r&oee by Masefield, or 
goblin Market by Ohristina Rossetti. The form of presen­
tation is to have each unit spoken by a different voice or 
by different small groups within the whole group.
A second form of group speaking is called "cumulative. : 
This form is employed in poems which make use of the re­
peated line, a favorite device of Vachel Lindsay in The
* -sg*— nw«
Potatoes Dance or The Santa T4 Trail. It is also used in 
poems that move to a climax by piling one detail on top of
78
another, &a Is the ease In fhe gypsies by Rachel field- 
Its form of presentation Is to begin with a few voices and 
gradually add voices until all are speaking. For an anti­
climax, the voices say be gradually dropped.
fhe fourth type of arrangement is full unison work.
It is employed only in those poems which are so closely 
knit in theme as. to allow no separation into groups, or 
where a universal idea Is expressed with a oneness of view­
point. Examples are Saboath by Mary Vaughan Dunklee, Grass 
by Carl Sandburg, or Caliban In the Coal Mines by Untermeyer 
The form of presentation here, as the name indicates, is 
to have the entire group voice the poem throughout.
It should be noted here that all directors of group 
sneaking seem to make use of combinations of any or all of 
these arrangements where they feel that the poem demands 
It. Individual or solo speaking is also frequently combined 
with c.ny of the forms Just described* Solo sneaking Is gen­
erally Introduced where an individual character Is to be 
oortr&yed or a delicate or subtle thought Is to be expressed.
In order to test adequately the efficacy of the group 
sneaking technique as now practiced In the acquisition of 
fundamental speech skills, all the arrangements described 
above have been made use of. The poetry has been arranged 
on the basis of the criteria given, and the arrangements 
have been introduced in the order of their difficulty, I.e.,
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1. Refra in speaklog -
2. Antiphonal or two-part speaking-
3. CJroup speaking*
4. Unison speaking.
(Ill) Lesson Plans for group A? Introduction, the 
drill procedure for group A which is outlined in the fol­
lowing pages was conducted as If this group were preparing 
Itself to render artistic group interpretation of poetry.
So other point of view would constitute a valid test of 
the claims sssde by directors as to the value of choral 
speaking in the individual’s acquisition of Improved articu­
lation, voice quality and flexibility of tone, since these 
residue values are said to accrue even when the primary aim is 
artistic group Interpretation.
The general aims of this drill procedure dc not refer 
to the Individual, but in every case to the performance of 
the group. Where attention to an Individual is indicated, 
it Is not to be Interpreted as being concerned with his 
Individual speech skills, but with the extent to which he, 
as an individual, mars or contributes to the group inter­
pretation. Where drill in articulation, voice quality and 
flexibility is outlined, it does not refer to the individual’s 
acquisition of these skills oer se, but to the acquisition 
of these skills by the group a® a whole.
ao
LESSOM 1
AIM:
Aia Frlaary> introduce group speaking to the class*
®* Secondary - To point out the problems involved in 
successful group speaking.
MATERIAL:
air Ejglataore - (Traditional English Ballad)
Sir Egl&aor®, that valiant knight,
^  iS* la^ky-down-dllly,
Be t ook his swofS anSwent to fight,
Fa la, ianky-down-dllly.
And"7ortH*^e rode oTer hill and dale 
All armed la his coat of mall.
Fa la la, fa la la,
la, lanky-down-dilly.
A dragon c^ use out of hie den,
Fa la* lanky-down-dll ly,
dad slain"! known riot how many men,
Fa la, lanky-down-dllly.
When he @spied Sir %iasa©re
Oh, if you had but heard him roar!
Fa la la, fa la la,
H  la, lanky-down-dilly.
Then the trees began to shake*
Fa la, lanky-dowa-dlIly,
TEe~Trnigfi? aid tremble, horse did qix&ke, 
iS* lanky-dowR^dllly■
The birS betook them™all to peeping,
It would have made you fall a-weeping*
Fa la la, fa la la,
Fa la, lanky-5own-dllly*
But now it is in vain tc fear,
Fa la. lanky-dowa-dilly,
For it must be "fight'”Sog, fight bear,
Fa la, lanky-downedlily.
To it they go and fiercely fight 
The livelong day from morn till night.
Fa la la, fa la la,
F* la, “Tan^y-down-dilly.
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the dragon had a plaguey hide,
I* 1®. Ian»y»down-dllly,
That could the sharpest steel abide,
Fa la, lanky-down-dIlly 
So 6wor3^soul3"™15iter thro* his skin,
And the knight grew very wroth with hia.
Fa la la, fa la la,
H  H . ^angy-Himraiily .
But as in choler he did burn,
Fa la, ianky-down~dlily,
He watched the dragon take a good turn,
Fa la, lanky-down-hilly.
Xnd as a-yawnlng he did fall 
He thrust the sword in, hilt and all.
Fa la la, fa la la,
Fa la,"Tangy-gownTanjy.
Then like a coward he did fly,
Fa la , I anky - do wn - d 111 y,
Unto his den that was hard by,
Fa la, lanky-do wn -d i 1ly.
ted there lie lay all night and roared;
The knight was sorry for his sword.
Fa la la, fa la la,
Fa la, "Taaky-down-d Illy *
Then the knight to the alehouse went,
Fa la, lanky-dowo-dIIly,
And there very soon his twopence he spent,
Fa la, lanky-down-alily.
For he was so hot with tugging with the dragon 
That nothing would quench him but a whole flagon 
Fa la la, fa la la,
Fa fa, lanky-<fown-dilly.
How heaven preserve ©ur King and Queen,
Fa la, lanky-down-dIlly, 
ted eke in London nay oe seen-- 
i£* lanky-down-dIlly»
Ss ®&ny knights, and as many sore,
And all so good as Sir Eglamore*
Fa la la, fa la la,
Fa IS.~ &nky-d£»iPamy,
This poem was chosen to Introduce grouo speaking to the 
class because: (1) it belongs to that type of literature
B2
which has a traditional hasis for group interpretation;
(2) it is simple in fora and these; (3) it permits of a 
type of arrangement for speaking that will allow the group 
to speak it at once; (4) In attempting to convey all the 
elements of interpretation involved in this ballad, the 
group will have an object lesson in the techniques involved 
in successful group speaking.
PROCEDURE;
A* Presentation* The group was given an explanation 
of the origins and traditional manner of speaking ballad 
literature* They were asked to imagine that the classroom 
was the great hall of a castle in medieval England, and 
that the reader was one of the traveling minstrels of the 
time who sought lodging and protection from the miles of 
wilderness surrounding the manor house* He is sure of his 
welcome for he is the bearer of go a sir* and news from the 
nearest neighbor many miles away, the chronicler of wars 
and famines in remote lands, the reporter on the latest 
styles and fashions in distant cities* Above all he Is 
a teller of tales. In the crude rhythms of the time he 
is ready to glorify the latest victory, recount a simple 
and moving tale of love and disaster, or bring forth 
merry peals of laughter as he ridicules a current hero« 
Tonight his tale is of the latter type. It is a burlesque 
account of the valor and fearlessness of Sir JSglamore, 
who fights a dragon so dreadful that the very birds weep
for fear, and mho after a hazardous victory expresses a 
childish petulance and disappointment at the lose of his 
sword, but who consoles himself gallantly by squandering 
his last tuppence at the ale house*
The class was ashed to imagine that they are the lords 
and ladies of the household who listen eagerly as this tale 
unfolds and who respond to it by Joining in on the chorus. 
Perhaps they may want to clap their hands, stamp their 
feet or wave their mugs to emphasise the rhythm. They 
were asted to remember that these were a naive and robust 
people, that this tale was real and vivid to them, 
their responses to the changing moods of the bard8 s tale 
were simple, hearty, and unaffected*
S- Voicing the poem. The refrain lines were then
« P M * llM M M a ip ia  « M M H  n p H M D
written on the blackboard, and the director read the poem 
while the group voiced the refrain-
Analysis of the problems involved In group goes 
It was immediately apparent that something more than an 
imaginative projection into another time was necessary if 
the group were to achieve real life and vigor in the 
traditional presentation of this tale. It was noted that 
the group's sense of rhythm was faulty and uncertain, 
resulting In uneven pauses and great irregularity In ln» 
dividual distribution of stress; that the uneven attack 
In the articulation of the nonsense syllables resulted in 
a blurred and indistinguishable sound from t h e  grout;-.- w h i c h
84
made the syllables unintelligible; that the heavy, labored 
utterance of the grouo slowed the prevailing mood of gay 
ridicule; that the volume of tone fro® the group almost 
drowned out the solo speaker, giving primary ©moh&sis to 
the nonsense refrain rather than to the story; and that 
the effect of hearing many voices speaking at once was 
noisy and unpleasant.
It was further noted that, though the tale varied 
from stirring descriptions of conflict to gay scene® in 
the alehouse, the group lacked the ability to respond 
swiftly, truly and sensitively to the different mods 
and situations; the tendency was to make the same mono® 
tonous patterns in inflections, tempo and volume on every 
refrain. Pauses for breathing were made wherever the 
Individuals felt the nped, resulting; in great unevenness 
of tone. The steady move toward the climax was not 
sustained.
Summary. The director then summarized for the 
group the fundamental skills which must be acquired before 
a group can sneak together with any degree of artistry:
1. Mastery of rhythm and meter.
2. Precision and uniformity in articulation.
3. Light, flexible utterance.
4. Control of tone and volume.
5. Blending of voice quality.
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0* Flexibility in the use ©f pitchy tempo and 
volume*
T. Uniformity of phrasing.
S* A sense of climax in narration*
LSS80S 2
AIM: f© initiate the group into the rhythms of poetry.
MATERIAL:
1* the IClng*g Men (Extract) - Thomas Hardy
We he the King's men, hale and hearty,
Marching to meet one Suormp&rty,
If he won’t ©one lest the wind should blow.
We shall have marched for nothing. Oh 1 
Eight FoX lol !
8. Buah-a-ba-Blrhle Croon* Croon -Traditional
Huaha-a-ba, Birdie, Croon, Croon,
Musha-&*fe&, Birdie, Croon,
The Sheep are gone to the siller wood,
And the cows are gone to the broom, broom.
And its brew milking the kye, kye.
And its braw milking the kye.
The birds are singing, the bells are ringing, 
The deer come galloping by, by.
Slow the Man Sown (Extract) - Traditional
Slow the man down, bullies, blow the man down, 
Way-hey, blow the man do^n.
Slow the man down, bullies, blow him right down. 
Clve us a chance to blob the man down.
If he fee whit© man, black man or brown,
Way-hey, blow the man down,
Slow the man down, bullies, blow him right down, 
Clve us a chance to blow the man down*
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Blow tola right down fro® the top of tots crown, 
Way-hey, blow the man down.
Slow the man down, bullies, blow hiss right down, 
01we us a chance to blow the man down.
4. The Finer of Dundee ~ Traditional
The piper came tc our town,
To our town, to our town,
The piper cmme to our town 
And he played bonnily.
And wasn't he a roguey,
A roguey, a roguey,
And wasn't he a roguey.
The piper of Dundee.
5* Whltectoaoel - Eleanor Farjeon
The little white chapel is ringing Its bell, 
All day long, with a ring-a-dlng-dong*
But what she is ringing for no one can tell. 
And that's my song, with a rlng-a~dlng*dong.
6. the Smuggler*a Song (Extract) - Endyard Kipling
Five and twenty ooniea trotting thru the &ar&, 
Brandy for the parson, baccy for the clerk,
Laces for a lady, letters for a soy,
And watch the wall, my darling, while the 
gentlemen go by.
?. Imogen (Extract) - Henry Mewhoit
Ladies, where were your bright eyes glancing, 
Where were they glancing yesternight? 
Saw ye Imogen, dancing, dancing,
Imogen dancing ail in-white?
Laughed she not with a pure delight, 
Laughed she not with a Joy serene? 
Stepped she not with a grace entrancing, 
Slenderly girt In silken sheen?
a?
Theae short poems were chosen to initiate the group 
Into the rhythms of poetry because: (1) in them the
rhythmic value is predominant; {8) their fundamental 
rhythmic structure is sinsole anti obvious; 3^) each poem 
is imitative of some physical activity; (4) they represent 
striking contrasts in types of rhythms.
PROCEDURE:
A. Presentat ion. After the poems were read by the 
director the class was asked to indicate the physical 
activity which the poem's rhythm suggested.
B* Analysis of the poem's rhythms. fhe class 
recognised the following: rhythms in the poem® read:
1. Marching
2. Rocking a cradle
3. Hauling ropes
4. Piping or skipping
5. Swinging or pulling
6. G&lioolng
7. Dancing
It was noted that each poem had its own characteristic
movement and that this movement was closely allied to 
tempo— in king's Men the movement fas quick and staccato, 
Huah-a-ba it was slow and smooth, in Imogen the tempo 
was lively and the movement undulating. It was pointed 
out that the poem's rhythm is its characteristic movement,
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that is, certain types of movement were usually found with 
certain types of tempo, although not always*
drills In rhythm. On a re-reading of the poems, 
the group was asked to mark time to the rhythms by making 
some physical response, either by imitation of the rhythm 
expressed in the poem, or by marking time with the hand 
tapping lightly on the desk.
the class was now asked to observe the manner in 
which a balance is maintained when the lines contain a 
varying number ©f accented words. It was noted that in 
some of the poems the lines were balanced by a silent beat 
which corresponds to the *reat* in music. Such was the 
ease in the last line of the king1& Men;
aight foi i©i /
In other poems a balance was secured by lengthening one 
of the words so that it received two beats, corresponding 
to the "tied* note in music. Such was the case in the 
second and sixth lines of Hnsh-a-ba where the words *croon! 
and *kye* are held for two counts. Sometimes t'*a words 
are brought.together to receive one stress, corresponding 
to the •half-note* in.music, as In the case of the first 
line of King ts Men;
:,tfe be the King's feem hale and hearty,
To make sure that all were sensing the rhythm, the 
Class was asked to give a light clap on the silent beat as 
the poems were read.
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Soloing the gofiSE* class was now asked to
•peak the poems In unison while the director marked the 
rhythms.
E. Interpretation of the fundamentals of rhythm■
M W n M W H ta M iiM liM N p V M H M n  ■qH&mm M v a a iit  4MMan» ■oaoMaQOTwmnavvvaaaa.
the director then pointed out that every poem has a funda­
mental rhythmic pattern which is closely allied to tempo, 
and that this pattern is based upon a balance of stress 
from line to line. In simple poems like these, the pattern 
is regular, and the balance is obvious and easily recog­
nised. In the subtler poetry which will follow, 'it will 
not always he so apparent, The more complicated the poet*® 
rhythmic pattern, the more delicate must he the adjustment 
to it, but the principle will remain the same. The reader
must recognise the balance of stress which the poem demands
and adjust t© it through the use of the pause (silent beat), 
through giving added stress to one or more words (tied 
note), or through drawing two words together for divided 
stress (half-notes).
LESSOR 3
AIM: To drill the group in harmonizing the metric stress
and sense stress *
MATERIAL:
king8s seen (Extract) - Thomas Hardy 
(see preceding lesson)
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Low - Alfred Lord Tennyson
Sweet and low, sweet and low,
Winds of the western sea,
Slow, blow, breathe and blow,
Winds of the western sea.
Orer the rolling waters go,
Come from the dying moon and blow,
Blow my love back to me,
While my little one, while isy pretty one, 
Sleeps *
3* i Mad a Little But free - Traditional
I had a little nut tree,
And nothing would It bear 
But a golden nutmeg 
And a silver pear®
i Heard a Horseman - Walter Be la Mare
X heard a horseman 
Hide over the hill;
The moon shone clear,
The night was still;
His helm was silver,
And pale was he;
And the horse he rode 
Was of ivory®
These poems were chosen because they represent two 
types of poetry: the Jingle, in which the metric stress
is absolutely regular, coinciding exactly with the sense 
stress, and the subtler and more refined type where the 
two must be reconciled®
PBOOELURKS
Analysis of the nature of the stress in the 
Jingle. The King1s Men was written on the blackboard and the 
group was asked to Indicate the important words as far as the
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sense of the poem was concerned* These were underlined*
The class was then asked to indicate the words which 
received the "weight* when the poem was voiced. There were 
narked with an accent line above (/). It was then noted 
that the two coincided exactly;
ffe be the &ina*a5en, hale and hearty,
/ / / /
Marching to meet one Bonnaoarty.
/ / / /
If he won't come, lest the wind should blow,
/ / ✓ /
Me shall have marched for nothing. Oh I
Right fol Xolt (/ )
It was then noted that the words receiving the metric 
and sense stress are placed In the various lines in such 
a relation to each other that the metric stress falls with 
unfailing regularity throughout the whole poem.
B- Analysis of the -nature of the stress in the true 
lyric. Tennyson's Sweet and Low was then distributed to 
the class for reading. After It was read the group recalled 
that it had an imitative rhythm, that of rocking. The class 
was then asked to underline the words which would naturally 
he stressed for sense, and to place an accent above those 
which received the metric stress* It was found that the 
coincidence was not perfect* In a line like, "over the 
rolling waters go,* it was noted that the sense demands 
a stronger stress on the more Important noun "water*?* and 
verb *go® than on he less important preposition 'over9 
and the adjective "rolling.*
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C. Explanation of the stress shift. It was pointed 
out that In all finer poetry there is lively to he a 
conflict between the sense stress and the metric stress»
r
and that In such oases it is the duty of the reader to 
reeonelle the two and keep the balance by what is called 
a "shift of stress," that is, by lifting the weight fro® 
an unimportant word which receives the metric stress and 
transferring it to a word which should receive the sense 
stress-*® In this way the poet’s stress system reimins 
in the line— but the pulse of the poem is made to coincide 
with the meaning.
This point was illustrated with the use of Jl Mad a 
Little Hut Tree- It was noted that there are four beats 
to the line* In the last two the metric stress falls as 
here indicated:
/ / / /
But a golden nutmeg
/ / /
&rd a silver pear* /
The conjunctions "but" and "and" are of little 
Importance while the descriptive adjectives are very 
important to the meaning of the poem. Without upsetting 
the balance of the line the metric stress may be shifted, 
the, so that the lines read;
*®8e@ Charlton isiner Lewis, The Principles of English 
Terse. pp. 14-15. * ~
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/ / t *
But a golden nutmeg
' ' fAnd a silver pear. '
£• £***2-1 on stress shift. The class was then asked 
to analyse the sense and aetrle stress in I Heard a Horseman, 
and to seek to reconcile the two while conforming to the 
poet’s rhythm. It was found that to give the poet’s 
meaning truly It was necessary to shift the stress frequently-
Sometimes the balance was maintained by a shift of stress,
sometimes by uniting two words on one stress, and sometimes 
by giving double stress to one word. It was seen that this
could be done without upsetting the poet’s balance*
/ /
I heard a horseman
Hide over the hill;
/ /
The moon shone clear,
/ /
The night was still;
/ /
His helm was silver
/ /
And pale was he;
/ /
And the horse he rode
//
Was of ivory.
£. Int eroretat ion. The director pointed out that 
the maintalnance of the proper balance between the sense 
•tress and the metric stress will enable the reader ©f 
poetry to avoid two pitfalls: *prosy* reading on the one
hand which takes no cognizance of the rhythm which under® 
lies verse, and ’♦choppy,” •sing-songy*’ reading on the other
9 4
20band which takes no cognizance of the meaning*
It vas further emphasized that In group sneaking It
Is essential that there be a unity in the stress distribu-
s*itins throughout the entire group**"
UB8S09 4
AIM:
A. Primary * T© drill on distinct, agile and unified 
articulation*
®* ^enondary* to emphasize that choral speaking 
demurs vigor and vitality In articulation rather than 
volume of tone.
~GXt Is recognised that the analysis of the problems 
of rhythm In English verse given here overlooks many of 
its fine points. The question of the balance between 
quality and quantity as a factor in English verse stress 
will be taken up later. The more complicated use of the 
pause as a rhythmic element will be studied in connect ten 
with those poems in which it Is a vital factor. These 
elementary considerations were taken up here as a means 
of giving the class some basis for corr eeting the most 
obvious faults of beginners In reading verse- For more 
detailed analysis see Elsie Fogerty, The Teaching of 
English Verse, op. 12-24.
^Analysis of the characteristic rhythm of the poem 
and discussion of the stress distribution was a factor In 
the study of every poem which follows. To avoid tiresome 
repetition, it will be understood that this procedure was 
followed with every poem. In some cases in the poems that 
follow rhythm will be mentioned again, but only when It 
presents a unique problem In interpretation.
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m h t m i A u
Robln-a~Tbrush - English Ballad
Old ftobln-a-thrush he married a wife 
%lth a hoonltty moppltty mow now*
She proved to be the plague of his life* 
flth a hig jig jiggitty, rulgetty petticoat, 
Hobln-a-thrnih cries mew now.
She never gets up till twelve o’clock 
With a hopoltty moppltty mow now.
Puts on her gown and above~*Tt^Her smock.
With a hig Jig jlgffitty. ruffetty petticoat
<W ill I> HWM Win fiu>I—Umilrtl ■Itinwingmiufi I?PI
Robln-a-thrush cries mow now.
Her butter she made in an old man’s hoot 
With a hoopttty meppttty mow now.
And to churn''it well Hie put in her foot.
f±£& & M s  iae ZVllttU
tonln-a-thrush cries mow now.
Her cheese when mad® was put on the shelf
With a hopoltty gsoppltty mow now.
O ia w < M » *» w W II nWM»iTTi fc.M U i.w ail
And it never was turned till it turned Itself 
with a hig Jig iiggltty, ruffetty petticoat,
M l M W i a  3 U w « A  '*-Y  l 'fT T  irinTI f T - ^ I t ^ - r - -
Hopln-a~thrush cries mow now.
This song it was made for gentlemen 
With a hopoltty laoppltty mow now.
If you want any more you must sTng it again. 
gtth a hig ilg JlRglty. ruffetty petticoat, 
Eobin-a-thrush cries mow now.
This rvoe® was chosen for the first drill in articula­
tion because; (1) it has a strong rhythmic beat which 
reinforces the power of attack on the words; (2) it has a 
lively rhythm which induces agility in articulation; (3) 
the nature of its sounds places the emphasis on consonants 
rather than on vowels; (4) the combinations of sounds are 
difficult enough to give good drill In agility in articula­
tion; (5) the selection is In the nature of a •natrar’ d o  m b
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having no story, ©fcar&cter1 tat1 n , or other interpretative 
problema to dree the attention away from articulation* 
PROCEDURE:
A* Analysis of the problem. The director pointed 
out that the group «as now ready to attack the second 
problem ©f group speaking— distinct, agile and unified 
articulation. It was pointed out that since the first aim 
of any interpretation is to make the thought intelligible 
to the hearer, no further work in group speaking could be 
done until the gro^p learned to articulate distinctly, with 
agility, and In exact unison. It was noted that In group 
speaking the problems of articulation are in exact propor­
tion to the number of people speaking. Poor articulation 
©a the part of an Individual speaker will reduce his In­
telligibility. Poor articulation on the part of two speak­
ers reading together will increase the confusion. Poor 
articulat ion on the part of twenty speakers reading to­
gether will result In bedlam.
It was further noted that, while the vowel sounds give 
beauty and music to speech, Intelligibility depends largely 
upon clear articulation of consonants.
The point was then made that Increased volume tend© 
to decrease efficiency in articulation. With many voices 
speaking at once, loud volume not only increases the dif­
ficulty of obtaining a blended and resonant voice quality
9?
from the group, hut tends to blunt the articulation- In 
grouo sneaking vigor and vitality in articulation are of 
such more Importance than volume-
Analysis of the poem- The lines of this poem were 
seen to provide valuable drill In articulation of consonants 
because of the succession of short syllables with the many 
repeated plosive consonants *
It was noted that the quick rhythm demands skill and 
agility in elear-cut articulation-
It was further noted that the light, nonsensical 
nature of the poem Is best maintained by the use of a 
light, rather than a heavy volume-
G. Prill . the director read the poem while the group 
read the refrain lines which were written on the blackboard • 
Emphasis was Dl&oea on distinct, agile and unified articu­
lation, and upon a light volume which would neither cause 
the lines to drag and drawl nor mar the snap of the con­
sonants. Drill wag continued until some degree of dis­
tinctness, agility and unison in articulation was achieved.
LES^OM 5
AH:
fo continue drill on the problems of the preceding 
lesson.
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MATERIAL:
1. A Farmer Went to Market - Nursery Rhyme
A farmer went to market 
To buy a little pig,
A little pig, a piggy~wig,
A verw little pig*
But all the pigs were big pigs.
Much too big.
But the farmer didn't e^re a fig.
He had to buy a pig*
So the farmer bought a big pig,
A very big pig*
Sot at all a little pig.
But really rather big*
He was s© Tory proud of it,
He had to dance a
He danced about, he pranced about,
'Til off came hie wig,
But the farmer didn't ©are a fig*
He had to buy a pig*
2* Little Tommy Tiddler - Traditional
Little Tommy Tiddler 
I8 going to be a fiddler*
They're given hi® a fiddle 
And they've given hi® a bow,
P lay-play-play-Tommy f iddler <
Say, say, say Tommy fiddler,
Play a little twiddle 
On the middle of your fiddle.
Or we'll go-go-go,
Or We'll go-go-go,
And take away your fiddle and your bow.
3* The Toy Brum (Extract) - Henry ^ewbolt
Rub-a-dub, rub^a-dub, wake and take
the road again. 
Wheedle-deedle-deedle-dee, come, 
boys, eome.
You that mean to fight It out, wake and
take your load again 
Fall in, fall in* follow the fife 
and drum*
4* Pater*s Bathe - (Extract)
You mmy take a tub with a rub and a scrub 
la a two foot tank of tin;
Or stand and look at a shining brook.
And think about jumping? in;
You may shiver and shake by the cold, black
lake;
But the kind of oath for me
Is to take a dip from the side of a shio
In the trough of a rolling sea.
5* Boot and Baddle - Robert Browning
Boot, saddle, to horse and away?
Rescue ©y castle before the hot day.
Brightens to blue from its silvery gray.
Boot, saddle, to horse, and away?
Hide past the suburbs, asleep as you’d say; 
Many’s the friend there, will listen and pray, 
®&©d*s luck to the gallants that strike up
the lay—
Boot, saddle, to horse, and away?
Forty miles off, like a roebuck at bay,
Flouts Castle Brancepeth the Roundheads* arrays 
Who laugh, *Cood fellows ere this be my fay. 
Boot, saddle, to horse, and away?
Who? My wife Bertrude; that, honest and gay, 
Laughs when you talk of surrendering, *Hay!
I’ve better counsellors; what counsel they? 
Boot, saddle, to horse, and away?
these poems were chosen because they have a simple, 
lively rhythm and are full of consonant sounds demanding 
diet met, vigorous articulation.
PROCEDURE;
The procedure in this lesson was the same as In the 
preceding one. In the case of Boot and Saddle the re- 
fra in line only was said by the group. The other poesna
IOC
were spoken in unison throughout, offering practice In 
Articulation over a more sustained period. The emphasis 
was on distinctness, agility, unified attack, and a light, 
flexible tone*
LESSGH @
AIMS:
Primary. To give preliminary drill on flexibility 
in the use of pitch patterns, tempo and volume.
®* Secondary. (1) T© drill on unity and precision
in articulation. (2) To drill on light, flexible utterance. 
MATERIAL:
Sir igl&more - Traditional 
(see Lesson 1}
This poem was chosen for preiinlnary drill on
flexibility In the m e  of pitch patterns, tempo and
velum because: (1) it Is a ballad with a simple refrain
permitting the form, of presentation in which the leader 
tells the story and the group voices the chorus; (2) since 
the function of the chorus is to re-echo, support and 
reflect the varying moods of the story, the group will 
merely follow the varying patterns in pitch, tempo and 
volume as they are set by the leader; \ 3 :• the jingle
nature of this ballad reduces the metrical problem to a
minimum; (4) its narrative is simple, vivid and robust,
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ItMRdiiag no subtlety &t inflection and calling for no 
•notional response beyond the experience of the group;
(5) the naivete of its style oermlts of an exaggerated 
interpretation, safe lag use of a broad range In Inflection, 
tine and volume; (6) the constant repetition of the same 
sounds permits of drill on uniformity and precision In 
articulation; (?) the prevailingly Quick tempo demands 
light, flexible articulation; (8) the brevity and non- 
sensloal quality of the refrain relieves the group of the 
responsibility of memorisation and convey lug individual 
word meanings, leaving them free to concentrate on the 
problems outlined above.
FKQCEfK?h£:
A. Presentation- fhe poem had already been presented 
in a preceding lesson. It ras recalled that the first 
lesson pointed out many problems in unison peaking. The 
director then indicated which of these problems could be 
attacked specifically through further study of this ballads
1. flexibility in the use of pitch patterns, 
tempo and volume.
2 . 0nlty and precisIon in articulation.
3- light, flexible utterance.
B. Analysis of the poem for drill on these aims.
1. flexibility. It was noted that the Doe® was a
burlesque, permitting an exaggerated style of reading.
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much broader than norm! speech tunes.
It was noted that in the first stanza the story teller 
would sake use of clear, ringing tones depleting the wgior 
and fearlessness of Sir Eglamore; that the entrance of the 
▼illain In the second stanza calls for a lowered pitch, 
a soaewhat aspirated tone to create suspense, with a sudden 
increase' in tempo and volume on the last line. It was noted 
that the pitch in the next stanza gradually rises almost 
to a falsetto as *the birds betook them all to peeping.* 
flth the change in pitch comes a quickened tempo and a 
decided decrease In volume. The reassurance of the fourth 
stanza brings the pitch back to normal, while the description 
of the fight extending through the next two stanzas calls 
for a sharp force, increased tempo and & gradual rise in 
pitch In preparation for the climax which comes 1b stanza 
six:
And as a-yawning he did fall
He thrust the sword in, hilt and all.
The triumphant ridicule of the next lines ©alls for a 
scornful tone. Interrupted by the sudden transition in the 
line,
The knight was sorry for his sword, 
which demands a childish petulance and disappointment.
The swinging gaiety of the eighth stanza calls for a 
robust tone and a lively tempo. The moral tone and mock
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seriousness ©f the last stamsa would toe delivered with m  
exaggerated sense of firm ©onvietion and finality*
It was pointed out that ail these changes must be 
refleeted in the refrain lines spoken toy the group.
It was further noted that the double refrain lines 
at the end of each stanza settld, In m&ny oases * toe made 
to enlarge on the story as well as support It. For 
example: the lines at the end of the first etansa e&n toe
gives with a galloping rhythm descriptive of riding; the 
limes at the end of the second stamsm sen Imitate the 
roar of the dragon; those at the end of the fourth stanza 
can toe suggestive of the ©lashing of steel on the dragon*& 
"pl&guey hide.*
2* Ualty and precision in articulation. It was 
pointed out that close observance of the regular metric 
stress would aid in  securing unity of attack on. the plosives, 
(to) and (a) must toe exploded cleanly and clearly to orevent 
blurring, and that the (1) sounds must tot brought well 
forward if they arc to maintain their identity.
It was further noted that if the vowels («-}, {ae-3 
and (r) are diphthongized toy any ©f the individuals in 
the group, the timing ©f the lines would toe upset enough 
to result la am effect of blurred articulation from the 
group.
fright» flexible utterance. It was pointed out 
that this precision In articulation is much more easily
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achieved if the tone is light. It was further noted that 
the quick tempo and prevailingly merry mood of the poem 
demands quick attack and facile adjustment to the 
succeeding sounds.
SlliJi* ^he poem was then read with the director 
telling the story while the group spoke the refrain. 
Emphasis was first on reflecting the changing moods of the 
story hy varying the pitch, tempo and volume patterns of 
the refrain line. After several readings in which this 
problem was uppermost, the refrain lines were drilled on 
for precision la articulation. The poem was then re-read 
with the group making an attempt to reach some degree of 
excellence in all these elements-
LESBOS 7
AIM;
To continue drill on the aims of the ^receding lesson- 
MATERIAL:
There Was a Frog - Traditional 
There was a frog lived In a well,
whip««e juaais-ass asnax dss;
There was a frog lived In & well,
Whipsee dlddle-dee dandy dee; 
fKere was a frog lived In a well*
And a merry mouse in & mill.
With a harum, sc&rum# diddle dum darum,
Whipsee dlddle-dee dan5y"dee>
This frog he would &»woolng ride.
Whipsee» dlddle^dee dandy dec;
This rroghe would^a «wooing ride,
Whips ee dlddle-dee dandy dee;
This frog he would a-wooing ride*
And on a snail he got astride,
With a harass, acarum, diddle dun daraas, 
TOiosee' dlMle^dae flan&r dee*
He rede till he came to my Lady Mouse Hall, 
Whloses diddle^dee dandy dee;
He role fniUe"5aaefoLayXady Mouse Hall, 
Whipsee diddle®dee dandy dee;
HeriHe till He came to ay’Ikdy Mouse Hall, 
And there he did both knock and call*
With a harua, aoaram, diddle dda daruia, 
wfiIpsea""# 1 a <$ 1 e«5ee Sandy See.™ ',rr
•Miss Mouse, Miss Mouse X*m some to thee* 
Whlosee dlddle^dee danday dee; 
T O “ Bou;57"ii?r "Mouse, ITEeo®e to thee® 
Whipsee diddle^dee dandy dee;
M^ l8s Moiise, Siss Mouse, U m  some to thee, 
To see if thou oanst fancy ste»*
With a h&rum, searosu diddle dum darun* 
f5Ipsee^gI5Sie^ee^gandy^i>------------
•Oh answer I will g i w  you none, *
Whlpsee diddle«dee dandy dee; 
r6hanswe r^T^w iTT"gXrfyou none, •
Whlpsee dlddla-dee dandy dee;
answer I wiTT**gfy eT y©T none 
Until ay Uncle Hat oose home,•
»*■**» S. SplSB. Slips JSS MSHS*
Whipsee alaale^Iee dandy dee*
And when hsr Uncle Hat came homer 
Whips ee did le«»dee dandy dee;
And when ber Uncle Hat came home,
Whipsee dlddle^dee dandy dees 
And when her tJncr® ffisti case noae,
•Who#s he n here since I've been gone?® 
With a harum, scarua, diddle dug darum, 
Whipsee did61e«dee~d&ndy dee*
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■There'a been & worthy gentleman,*
Yhiosee diddle-dee dandy dee;
•There1 sTJeerT *a worthy geniTeman, ®
Whlpsee diddle-dee dandy dee;
Wtiere1 s "been a wori'fiy gentleman , *
That's been here since you've been gone.1 
lltfa a harua, sc&ru®, diddle dum darui, 
fhlosee MAAle'-See danly'"'lee.
The frog he case whistling through the brook,
Whlpsee dlddle-dee dandy dee;
ifne frog he case whistling through the brook,
Whlpsee diddle-dee dandy dee;
fherrog he came whistling through the brook,
And there he met with a dainty duck.
With a harua, scarum, diddle dum darum,
Whipsee diddle-dee Sandy dee.
The duck she swallowed him up with a quack, 
Whlpsee diddle-dee dandy dee; 
fhe auck“555“iwSIiowir him up with a quack, 
Whlpsee dlddle-dee dandy dee;
The duck she swallowed him up with a quack,
So there's an end of my history ooGk- 
With a harua, sc arum, diddle du m da rum. 
Whlpsee diddle-Aee &andy dee.
All of the reasons for choice of material outlined 
in the preceding lesson will apply here. This ooem was 
chosen for the second lesson on these aims because the 
problems it presents are more difficult® So far as flexi­
bility is concerned, it has a more compact plot; if has 
a wider range of emotional expression calling for broader 
variations; it introduces characterization® So far as 
articulation is concerned, the combinations of sounds in 
the refrain lines are more difficult to articulate® 
PaoCEDUHfc:
Presentation. As in the preceding lesson, the
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posa was first read by the director while the gr© up wo load 
the refrain which had been written on the blackboard.
• Pamirsla of problems. It was noted that all the 
problems involved In the reading of fir Kgl&more, both 
from the standpoint of flexibility and articulation, are 
present here, but that the nature of the poea makes them 
more difficult.
Flexibility. It was pointed ©ut that the elements 
of the story here are acre closely linked and that the 
reader and the chorus must convey this sense of unity.
It was noted that in a mock serious manner a wide emotional 
range is portrayed; ardour, coyness, anger, fear, Joy, 
and extreme tragedy. It was further noted that the new 
element, characterisation, presents a fairly simple prob­
lem because each character has a dominant mood which can 
be characterised by a single descriptive adjectives “the 
gallant Mr. Frog, * #the coy IClsa Mouse, 9 ®the fierce Uncle 
Hat. 9
It was noted that in epe&klag the refrain lines 
variations can be obtained through Imitating the character­
istic pitches of the three solo speakers: medium- low for
Mr. Frog, high for Miss Mouse and extremely low for Uncle 
Hat.
Tempo variations can be obtained In the i&lt&tir:-n 
of the galloping of the third stanza, the slow measured
108
pace of the sixth stance suggestive of the tread of the 
•villain11 In a nineteenth century stage piece, and the 
quickened pace in the eighth stanza as the unsuspecting and 
hopeful lover comes whistling through the brook* It was 
noted that a certain effect of realism, as well as a good 
exercise in tempo and pitch, could he obtained by saying 
each of the three repeated lines in the last stanza with 
a decreasing tempo and lowering pitch, descriptive of the 
slow process by which the dashing hero met his sad end* 
Volume changes are Indicated in lines like;
And there he did both knock and call, (stanza 3)
Who's been here since I've been gone? (stanza 8)
So there's an end of my history hook, (stanza 9}
ArtlculatIon■ It was noted that the voiceless (^ 0 
presents a problem in uniformity of sound, as some members 
of the grouo were using the voiced sound. The combination 
of (d) plus (1) was noted as a difficult one to say with 
agility. Attention was called to the necessity for sounding 
linking (r) wherever it occurs in these lines.’ In ad­
dition to the problem of keeping all the properly pure 
vowels pure, the problem of maintaining oral resonance on
^%bie study was made in a locality where Southern 
speech prevails. The fact that an r sound must be pronounced 
when it occurs between two vowels is commonly overlooked.
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an (82.) preceding a nasal, as in the word dandy, was noted.
C. grill. The poem wag then re-read several times 
with the director telling the story and the group supporting 
and enlarging upon the theme in the refrain. The lines 
for the Frog, Lady Mouse, and Unele Bat were read in ro­
tation by individual speakers * The refrain lines were 
then isolated and drilled upon for pace and accuracy. The 
whole poem was then re-read, ©ritiel&ed, and re-read until 
the group and director were satisfied that a reasonable 
degree of proficiency in all the elements concerned had 
been obtained.
LESSOR S
AIMS:
Frlaary. To drill on finer d1stinotions in 
pitch, tempo and volume variations.
B. Secondary. (1) To drill on climax and subordin­
ation. (2) To drill on purity of vowel quality and blending
of tone.
MATERIAL:
The Ballad of Hynd Born - Traditional
In England there was a lording born,
With a hey lllley loo, and a ho lo la ;
And he was called young Hynd Horn.
with a hey down and & hey diddle downle.
He sent a letter to the king.
That he was in love with his daughter Jean.
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The king an angry ®an was lie,
And h© sent young Hynd Horn over the sea.
He's given to her a sliver wand,
With seven living laverocks sitting thereon.
She's given to him a diamond ring,
With seven bright diamonds set therein.
*0h when this ring grows pale and wan, 
ton911 know I1® In love with another man*. *
One day as he looked his ring upon 
He saw the diamonds pale and wan.
He left the sea and came to land,
And there he met an old beggar man.
"What news, what news?0 said young Hyna Morn,
•Mo news, no news,0 said the old beggar man.
*Mo news’.** said the beggar,. *no news at all.
But there Is a wedding In the great king*® hall!0
•Oh, lend to me your begging coat,
And I’ll lend you my scarlet cloak.
Oh, lend to me your wig of hAir, 
to cover up ©In© because it is fair!0
How when he case to the great king's gate,
He sought a drink for Hynd Korn*® sake.
the bride came down with a glass of wine.
As he drank out the glass he dropt in the ring.
•Oh, got ye this by sea or land?
Or got ye it off a dead man's hand?0
•I got it not by sea, X got it by land,
And I got It, sweet madam, from your own fair-hand.0
*Gh, 1*11 put off my gown of brown,
And beg with you from town to town.
Oh, 1*11 cast off my gown of red,
And I'll beg with you to win ai bread.0
*fe needn't cast off your gown of brown,
For I'll make you lady of sa&ny a town.
Ill
Te needn't east off your gown of red,
It1 a only a sham, this begging of bread.1*
Sow the bridegroom he had wedded the bfclde 5
But she's off and away by Hynd Horn's aide.
Hynd Horn was chosen for this lesson because it 
has the same features that made the preceding poems 
useful, tl) In addition, it Introduces finer die- 
tInctions in pitch, tempo and volume because: it
has a subtlety and restraint that is lacking In Sir 
felamore and There Was a Frog; its portrayal of 
emotion is sincere; the burlesque elements which 
demand exaggeration are not present here; the char­
acters to be Impersonated are not of the "cartoon1* 
type, but are fairly* well defined Individuals; its 
style la nearer to the patterns of everyday speech.
Its double refrain permits of fine distinctions In 
the use of the refrain in ballad speaking. {2)
This ballad has a well made plot with a beginning, 
a middle and an end, permitting drill on climax and 
subordination. (3) The refrain lines in this poem, 
the first one in particular, are rich in resonant 
vowels permitting drill on purity of vowel quality 
and blending of tone.
P&gggDUiig;
*• Presentation .. Copies of the poem were given 
the class for silent reading. They were then asked to 
read the refrains while the director read the verses.
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la this first reading they were asked to Incorporate 
all the principles of group interpretation drilled on 
in previous lessons, i.e., accurate response to the 
rhythm, flexible response to the varying moods of the 
story, unity, precision and agility in articulation.
Analysis of the poem; Flexibility. It was 
pointed out that, no matter how naive the poem may 
seem to a reader in the twentieth century, the story 
it tells was real and vistid, to hearers in the four­
teenth century, and that it is in that spirit that 
it should he interpreted, the love of a young lord 
for a king1a daughter, her father's displeasure, the 
lover's exile, the gift of the magic token, the true 
lover's return on the eve of the princess's enforced 
marriage to the man of her father's choice, the dis­
guise, the elopement are the familiar incidents of the 
mediaeval romance, and are to be related with a 
sincere appreciation for such romance.
It was noted that though these romantic elements 
are simple enough to permit a fairly broad Interpretation, 
the story permits none of the burlesque elements of 
the preceding poems, fh© characters are individuals 
rather than caricatures, and their emotional responses 
are human and real. The style, too, comes much closer 
to the patterns of everyday speech, demanding more
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suWlety and finer distinct tons in pitch, tempo and 
volume variation9 .
It was noted that the pw€»r demands that the group 
react swiftly and sensitively to a variety of situations. 
These range from grave to gay, fro® the mysterious and 
remote to the war® and intimate, fro® the meditative 
to the active. The group noted the severity of
The ting an angry m m  was he.
And he sent young Hynd horn over the sea. (Stanza 3 };
the hint at the mysterious and unknown In 
*Gh when this ring grows pale and wan,
You* 11 know I'm In love with another man** (Stanza ©);
the everyday directness of
•That news, what news,** said young Hynd Horn,
•go news, no news,** said the old beggar man. {Stanza 9);
the hurried excitement of
•Oh, lend to me your wig of hair,
To cover up mine because it is fairI * (Stanza 12); 
the dread suspense of
•Oh, got ye this by sea or land?
Or got ye It off a dead man's hand?* (Stanza 15);
and the swift triumph of
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How the bridegroom he had wedded the bride,
But she*s off and away by Hynd Horn's side*1 (Stanza 21)
It was pointed out that the form of this ballad 
suggest* a further problem in flexibility. The two 
refrain* ©an be used for contrasting effects: the first
to reflect the mood of the preceding ling, the second 
t© round ©ff each Terse, reflectlug the unvarying joy 
of the speakers a* they participate In the r iding, 
the second refrain, then, can be made to present a con* 
stantly recurring norm to which the group returns.
Ollmax and subordinate ion * It was noted that the 
changing elements of the story build steadily toward a 
climax, and that each element mist be given a relative 
importance as a part of the entire structure of the 
story. Stanzas one through six constitute the intro­
duction in which the characters are brought in and the 
complications set forth* Stanzas seven through twelve 
tangle the thread* and create suspense. Stanzas thirteen 
through twenty-one build to the climax and resolve the 
situation. Within each part there is a development mci 
a minor or secondary climax pointing toward the culmi­
nation of the story* It was pointed out that in order 
to give these relationships their proper values, the 
reader would indicate the division* of the story by 
building t© the high point within each, and beginning the
1X5
next at & lower and lea a intense level • At the same time 
there would be a gradual increase la the Intensity of the 
whole aa it moved toward the true climax. It was noted that 
the chorus must reflect these variations from the intense 
to the subordinate and must move lightly but surely from 
point t© point with the reader until the peak of the climax 
Is reached.
Vowel quality and blending of tone. It was pointed 
out that there is an interesting contrast in the type of 
sounds which make up the two refrains. The line which 
ends each stanza is of the type in the two preceding 
poems, full of crisp plosives and difficult consonant 
combinations, demanding light, agile articulation; out 
the first refrain line Is more musical In quality. Here 
the liquid (1) and the more resonant vowels, (e-0, (u), 
and {OU) are prevalent. It was noted that If these 
vowels are not given their true resonance by all of 
the speakers, much of the music of the lines will be 
lost. It was also noted that in soeaklng sound of 
great resonance like these the voices can be made to 
blend into a harmonious group tone. It was seen that 
even one voice with a false or unpleasant tone quality 
can mar the tone of the whole group.
BPill* the refrain lines were first drilled 
©a Individually. Prill was continued on the first
1X6
refrain line until the rowel quality was clear and the 
tone of the group was resonant and blended. A brief 
drill achieved oriso agility on the second refrain, 
the poos m s  then worked on In sections, the group first 
practicing to reflect the changes and build to the climax 
within each division of the poem before attempting to put 
it all together* The entire poem was then read through 
several time, at first with the director telling the 
entire story, later with Individuals in the group reading 
the lines of <?ean, Hynd Horn and the beggar nan* the 
first refrain reflected the mood, the second m s  given 
as an unvarying, Joyful chorus which rounded out the 
stansa.
LESSOH 0
AIMS:
A# Primary, T© drill on flexibility of tone.
® # Secondary. (1) To drill on climax, (g) To 
drill on light, flexible utterance. C3> To drill on 
pnblty of vowel quality.
MATERIAL:
Whistle, Whistley Old Wife - Traditional
•thistle, Whistle, old wife, and you111 get a hen.8
•I wouldn1t whistle,8 said the wife, 8if you could 
give me ten.' 8
•thistle, whistle, ©Id wife, and you'll get a cock-8
1X7
*1 wouldn't whistle,* said the wife, *if you gave 
me a flock!*
■Whistle, whistle, old wife, and you'll get a coo.*
•I wouldn’t whistle,* said the wife, *if you could 
give me two!*
•Whistle, whistle, old wife, and you'll get a gown.**
*1 wouldn't whistle,* said the wife, "for the best 
in town.•
•Whistle, whistle, old wife, and you'll get a man.* 
■fheeple, whauple,* said the wife, *1*11 whistle if 
1 can!*
This poem was chosen for drill at this stage because: 
Cl) Its form permits of two-part work. In two-part work 
the group is given more responsibility in the voicing ©f 
the poem than in refrain work* At the same time the 
division of responsibility within the group simplifies 
the interpretative problems involved. (2) The poem is in 
the form of appeal and response calling for contrasting 
inflection patterns fro® the two groups; the lines are 
to be spoken by two contrasting types of characters e&l- . 
ling for a characteristic voice quality for each. (3)
There is a steady build toward a climax in the lines of 
each Character. (4) The metric pattern is simple and 
regular with a lively rhythm calling for light, flexible 
articulation. (5) The accented rhyme words at the end 
of each stanza contain vowel sounds that need drill for 
purity of tone.
PROCEDURE:
A. Presentation. Typewritten copies of the poem were given
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the group. They were nuked t© heat the rhythm lightly 
as the poem was read, noting that a silent beat is intro* 
dueed at the end of each line. The silent beat con­
stitutes a pause which gives a natural separation be-~ 
tween* the appeal and response* On the second reading the 
group was asked to *lip* the words In unison as the 
director spoke them in order to drill on agile, and 
unified articulation.
Analysis of the poem. Discussion brought forth 
the consents that the first speaker is a saucy young man 
who is teasing a very shrewd and tart old wife, reminding 
her of the old superstition that if one whistles xtp the 
chimney on Mew Tear*s Eve, one's dearest wish will be 
fulfilled.
Flexibility. It was noted that the voicing calls 
for prevailingly rising Inflection on the lines of the youth 
Indicating appeal, and a prevailingly falling Inflection 
or the lines of the old wife indicating rejection. The 
tones of the youth should be light, saucy and teasing; 
those of the old wife should be sharp and emphatic.
Climax. It was noted that there is a steady Increase 
in the value ©f the prise offered by the youth as the poem 
progresses and that his tones should become increasingly 
wheedling and teasing. On the part of the old wife there 
is an Increasing emphasis in her rejections until the
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unexpected response In the way of & whistle fro© the 
old lady.
Artloulatlea. It was noted that the voiceless (/'A), 
the plosives, the combinations of (Id) and <dnt) provide 
problems in neat, unison articulation. The group was 
cautioned against such Individual pronunciations as 
•wls1!* for #whistle*, *©l* for “old®, for
#wouldatt* and *bes1 * for *best*. It was also noted 
that the quick pace of the poem demands that accuracy 
be combined with agility.
Vowel quality, the prevalence of vowel sounds the 
asimciatlon of which varies a great deal In this locality 
was noted. It was pointed out that for clarity of tone, 
all the group would have to sound the same vowel in 
words like hen, ten and get, gown and town, cock and 
flock, coo and two, man and can. The word *wlfet received 
special attention because of the tendency of some member® 
of the group to omit the second element of the dlohthong, 
pronouncing It (waf) or (wdf). The problem of the oure 
(dCO before the nasal (n) was noted in the words 
and *can. *
0. brill * The group was divided into two section® 
with the boys* voice® reading the first line g£ each 
starts* and the girls* the second. Drill was continued 
until some degree of flexibility and animation in appeal
120
and respond® had been achieved* and until a definite sens® 
of ollaax had been achieved. Individual variation® in 
tone pattern, articulation of consonants and enunciation 
of vowels were noted and corrected, Then the poem was 
read again with the group striving for unity within two 
sections in tone patterns, articulation of consonants and 
vowel quality•
U3908 10
am:
To continue drill on the alas of the preceding lesson. 
MSfEWAL:
The Bajgfgle faggie gypsies - Traditional
There were three gypsies a-con# to my door,
And downstairs ran this lady, 0.
One sang high and another sang low,
And the other sang *8oniii«, Bonnie Biskay, 0.*
Then she pulled off her silken gown,
And put on hose of leather, 0.
With the ragged, ragged rags about her door
She1 s off with the Baggie, faggie Oypsles, 0.
*Twaa late last night when my lord came home,
Inquiring for his lady, 0^
The servant® said on every hand*
*Sfea*s gone with the Haggle, Taggl® dypsles, 0.*
•Oh* saddle for me ay allk-whlte steed,
Oh, saddle for a® my pony, 0.
That X may ride and seek ay bride
Who * s gone with the Baggie, T&ggXe Oypsiee. 0 .H
Oh, he rode high and he rode low,
He rode through wood® and copses, 0,
Until he came to an open field,
And there he espied hie lady, 0.
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"What makes you Isavy your house and lands?
What makes you Xe&vy your money, 0?
What makes you leave your new-wedded lord
To go with the Haggle, Toggle dypsles, 0?*
•that oars I for my house and lands?
What ears X for my money, 0,
What ©are X for my new-wedded lord?
Ifm off with the Haggle, Toggle Oypsies, 0. *
"Last night you slept on a goose-feather had* 
With the sheet turned down so bravely, 0. 
Tonight you will sleep in the cold, open field, 
Along with the Haggle, Taggie dypsles, 0.*
"What ears X for my gooae«f©ather bed,
With the sheet turned down so bravely, 0? 
for tonight X shall sleep in a cold, open field, 
Along with the Haggle, Toggle 0ypsles, O* *
This poem continuea the problems of the preceding 
lesson and was chosen on the same basis as the preceding 
poem: Xt offers in addition more difficult problems
in that: (1) the lines to be spoken by each group are
longer; (2) the emotional responses are broader; (31 
in addition to characterisation there are descriptive 
lines; (4) there is a stronger and sore sustained climax* 
PROCEDURE;
A. Presentation. Typewritten copies of this poem 
were given the ©lass for silent reading.
B. Analysis of poem.
Flexibility. Xt was noted that the subject matter 
and its treatment in this ballad is similar to that of 
Synd Horn. The story of a young bride who deserts the
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restraint ©f her lord's gloomy castle for a carefree life 
with the gyps lee oust have had a strong romantic anneal Its 
the age la which it was written. The story, then, should 
be told with enthusiasm and a robust sincerity, with 
proper appreciation for the rascality and carefree bravado 
of the gypsies, the daring and defiance of the bride, the 
excitement of the servants, the anger and wounded pride of 
the lord, and the final flippancy of the young wife.
It was noted that the *0* at the end of every second 
and fourth line could be given a varying Inflection in 
keeping with the mood. For example, in stanzas one and 
two, it has a gay lilt as the gypsies sing and the bride 
welcomee them. In stanza three it can be prolonged, sug­
gestive of the apprehension of the servants as they convey 
the message to the lord. In stanza four the lord uses it 
as an angry and scornful ejaculation, and In the last 
stanza It receives a mocking and flippant turn as the 
bride defies her husband.
2. Climax. It was noted that the poem has three 
M turns112 the exposition (stanzas one and two); the return 
of the lord and his discovery of his wife's desertion 
(stanzas three and four); and the climax In which he con­
fronts his wife and Is rejected by her (stanzas five 
through nine). The group noted that the same orincioles 
of climax and subordination which were needed in fiynd Born
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must be employed here.
Articul&tIon. The group noted that the quick 
and lively temp© ©ailed for agility In articulation- The 
point was also made that in this for® of presentation 
where the story Itself la told by the group speaking In 
unison, clarity and precision in articulation are most 
essential.
Z2ES1 Quality- The vowels ) and (ou) were 
given special attention. The effect on the rhythm and 
pace of erroneous dipthongislng of the (9^) in “Haggle 
faggie* was pointed out. The need for maintaining a pure 
resonance on the varying inflections of the final *0* (0^5 
was pointed out.
C. brill. During the first readings the director 
read the expository lines while the boys read the lord*® 
lines and the girls read the bride's. After the problems 
involved in reading them were mastered to a certain extent, 
a email group made up of “medium* voices fro® the boyg* and 
the girls* group were given the expository lines to speak. 
The poem was then drilled on for sometime with emphasis on: 
{I> each section coming In on its lines without losing a 
beat in the ehythm; (2) ©roper expression to the varying 
emotional changes; (3) unity In the tone patterns; (4) 
proper emphasis and subordination In moving toward the 
climax; (5) distinct articulation; t6) pure vowel quality.
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f© give drill in the use of niteh, volume and temp© 
in ••curing emphasis.
MATiaXAL;
the Mysterious Cat - Vaohel Lindsay
X saw a proud mysterious eat,
I ©av a proud mysterious eat,
Too proud to catch a mouse or rat,
Mm,
Mew,
M m  •
But catnip she would eat, and purr,
But catnip she would eat, and purr,
And goldfish she did much prefer—
Mm, ■
Mew,
Mew*
I saw a eat— 'twas hut a dream,
X saw a cat— *twas hut a dream,
Who scorned the slave that brought her ©ream—  
Mew,
Mew,
Mew* *
Unless the slave were dressed in style,
Unless the slave were dressed in style,
And knelt before her all the while-- 
Mew,
Mew,
Mew.
Bid you ever hear of a thing like that?
Bid you ever hear of a thing like that?
Bid you ever hear of a thing like that?
Oh, what a proud, mysterious cat.
Oh, what a proud, mysterious cat.
Oh, what a proud, mysterious cat.
Mew,
Mew,
Mew.
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This poem was chosen because It makes use of the 
repeated line* giving opportunity for drill In the use of 
varying patterns In pitch, volume and tempo to secure 
emphasis.
PHOGE&UR&:
A. Presentation. Typewritten copies of the poem 
were given the class • They were asked to go through the 
poem and underline the important words in each stanza*
The lines were then read with the varying emphases sug­
gested by the group* Xt was noted that words were made 
emphatic by changing the pitch pattern, by contrasts in 
volume, or by Increased duration of tone*
Analysis» The group noted that the repeated 
lines called for different types of treatment as far as 
emphasis is concerned* la the first stanza the emphasis 
shifts from one descriptive adjective to another,
* mysterious* receiving the primary emphasis in the first 
line, *pr©ad* in the second* In the second stansa, the 
repeated line follows the same pattern as the first, 
but broadens it for the purpose of emphasis* In the 
third stansa the repeated line narrows the pattern of 
the preceding line* The fourth stanza is like the 
second and the last is like the first in that the emphasis 
shifts from one word to another in the repeated lines.
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C. Drill. The poem was arranged as a three pert study, 
with each group reading one line of each stanza. The drill 
emphasised variety in emphasis and uniformity within the 
smaller unite of tone patterns for emphasis.
LESSOR 12
AIMS:
(1) to give drill la the realization of a succes­
sion of varied images. (2) To give drill in the rela­
ting of these varied images to the general theme of the 
poem.
u w m u h i
Dead Men f ell Mo tales - ianlel Long
they say that dead men tell no tales!
Except of barges with red sails,
And sailors mad for nightingales;
Except for Jongleurs stretched at ease 
Beside old highways through the trees;
Except of dying moons that break 
The hearts of lads who lie awake;
Except of fortress in Miade,
And heroes crumbled and betrayed.
But dead men tell no tales, they say!
Except old tales that burn away 
The stifling tapestries of day:
Old tales of life, of love, and hate,
Of time and space, and will, and fate.
i* Imagery* This poem was chosen because its
fora permits the use of sequential speaking. Xt Is
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made up or a succession of individual a M  varied images 
which can fee spoken fey snail groups In sequences.
2* Eclat Ion of Images. All ©f these varied details 
are closely related and hound Into a unity in the general 
theme.
PROCEDURE:
\
A. Presentation. Typewritten copies of the poem 
were given the class for analysis. They were then-asked 
to read it in unison. The first reading revealed that 
the group lacked not only the power to visualize fully a 
series of Images, hut also the tonal capacity to convey 
them in speech.
Analysis. The general mood of the poem was 
analyzed first. It was seen that every image recalls 
some phase of the romantic and adventurous past; that 
the unity of the poem Is one of atmosphere, a dreamy, 
romantic atmosphere capable of burning away the ^stif­
ling tapestries of day*. The repeated phrase '•dead 
men tell no tales* was noted as the immediate unifying 
motif which the poet uses to relate all of the images 
to one theme.
It was then noted that each of the images suggests 
a different type of tale from out of the past: tales 
of stirring days at sea, minstrel singers, thwarted 
love, heroic conflict. Each of these ha© a quality of 
romanticism in common, yet each stimulates a different
12S
type of react tom •barge© with red ©alls* suggests the 
gay freedom of the sea; •Jongleur© stretched at ma.se* 
ha© a lazy, restful tope; Mylng moons that ore^Jk-the 
heart© of lad© * Is sad in Its Implication of unrepaited 
love; •fortresses in shade and heroes crumbled and be­
trayed11 stirs the stronger passions suggesting bitter 
conflict© and heroic death- It was noted that the words 
of the last stanza summarise these various pictures and 
give them their significance in the whole theme -
It m&m further pointed out that there 1© a contrast 
between the slightly Ironic tone of the two italicized 
lines and the dreamy romance of the descriptive lines-
It was Delated out to the group that the visualiz­
ing and voicing of these varied Images demands a keen 
stimulation of the imagination as well as the ability 
to shift the focus of the Imagination from one picture 
to another*
G. Arrangement of the poem. It was noted that as 
beginner© in choral speaklag, the group lacked both the 
intensity of imaginative conception and the flexibility 
of tone to convey all of these varying Images truly. 
Hence, the group was divided Into small units, each of 
which was responsible for one image only* It was fur­
ther pointed out that this division of the poem could 
easily destroy its unity. Therefore the individual 
reader would find it necessary to train himself t© give
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the single images in their relation to the whole con­
ception; the Individual must imagine and listen all the 
time and feel himself a part of the poem whether he 
happens to he speaking or silent*
The arrangement agreed upon was to have th® It&lised 
lines read by a single sneaker; couplets two, three, four, 
five, and six read by small group® of four each in se­
quence; in the last couplet all voices would he united.
B* Brill * Efeoh unit was drilled separately until 
the group felt that the Image presented had received its 
proper voicing* The whole poem was then read several 
times with the grouo striving to give variety to the 
various elements and yet maintain the unified mood of 
the whole.
LEBEOi 13
AIM:
to continue drill on the aims the preceding lesson.
m r m u h :
fwlft Things are Beautiful Elisabeth Goatsworth
Swift things are beautiful:
Swallows and deer,
And lightning that f&lle 
Bright-veined and clear,
Elvers and meteors,
Wind in the wheat,
The strong-withered horse,
The runner* s sure feet*
*
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And slow things are beautiful: 
the closing of day, 
tli# pause of the wave 
that curves downward to spray, 
the ember that crumbles, 
the opening flower.
And the ox that moves on 
In the quiet of power.
this poem was chosen because It continues the problems 
of the preceding lesson, the problems here are more dif­
ficult because the images presented are more numerous and 
acre varied.
FRQG&DiJBE:
A# Presentation, typewritten copies of the poem 
were given the class, they were asked to read It silently 
before reading it together. The entire group then voiced 
the poem in unison. This first reading forced & basis 
for discussion.
Analysis of the poem. It was noted that the poem 
Is made up of a series of image®, each of them complete 
in itself, yet each related to the central theme. It was 
pointed out that this poem demands a keener perception In 
visualizing the various images and a swifter transition 
from one to another than the preceding selection.
It was seen that while all the Images described In 
the first stanza have a swift quality, and all of those in 
the second stanza a slow one, yet each image hag- Its own 
particular quality. Lightning, for examples is not only
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swift, bat It I# also flashing and blinding; swin& In the 
wheat* has an absolutely different quality of swiftness 
from *tfae runner*0 sure feet41; and, again, *th© opening 
flower* has a slowness which speaks of the coming of full 
life, while *the essber that crumbles* is significant of 
the slowness of gradual disintegration* It was pointed 
cut that a sensitive reading of the poem calls for a 
perception of the peculiar duality of swiftness or, slow* 
ness In each image.
It was noted that the poet has seen a relation in 
this poem between a series of seemingly unrelated things; 
birds, animals, natural phenomena, human beings, bhlle 
each of these must oe described vividly and sensitively, 
with an appreciation for detail, they are not to be des­
cribed as If they are unrelated things, the post** 
unifying relationship must be maintained. In this case 
the words *swift* and *sl®w* are the unifying elements 
and every separate Image Is to be given one of these 
values.
C. Arrangement of the poem. It wa& decided that 
the opening lines of each strata should be read by the 
entire group, and that the remaining phrases should be 
spoken by small groans of two voices each. It was seen 
that the first stanza has six separate images, having one 
phrase that runs into two lines, while stanza two has five
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images with two phrases that ran into two lines each.
SS&Ui;* tmall groups were asked to voice the
phrases assigned to them while the rest of the group 
listened and criticised. The phrase assign® nts were 
shifted many times until each phrase was assigned to the 
group that seemed to convey the image most truly. The 
weaker speakers were assigned to read In groups with the 
better speakers so that they might gain confidence from 
their support. The poem was then read as a sequence study. 
Many readings were necessary before the group# achieved 
a measure of success in presenting the varying pictures 
vlve&ly, yet with a sense of continuity throughout.
LE3S0M 14
AIM;
To continue drill ©a the alias of the preceding lesson. 
MATERIAL:
Miracles - Walt Whitman
Why, who makes much of a miracle?
As to me I know of nothing else but miracles,
Whether I walk the streets of Manhattan,
Or dart ay sight over roofs of houses toward the sky,
Or wade with naked feet along the beach just In the 
edge of the water,
Or stand under trees in the woods.
Or talk by day with any one 1 love.
Or sit at table at dinner with the rest,
Or look at strangers opposite me riding In the car,
Or watch honey-bees around the hive of a summer forenoon, 
Or animals feeding the fields,
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Op blrda, or the wonderfulnees of Insects in the air,
Or the wonderfuliiesii of the sundown, or of stars 
shining so quiet and bright,
Or the exquisite delicate thin curve of the he* moon in 
spring;
these with the rest, one and all, are to me miracles, 
the whole referring, yet each distinct and in Its place-
to me every hour of the light and dark is a miracle, 
Every Inch of space is a miracle,
Every square yard of the surface of the earth Is spread 
with the same,
Every cubic foot of the interior swarms with the same. 
Every spear of grass— the frames, limbs, organs of men 
and women, and all that concerns them,
All these to me are vjsspeakably perfect miracles, 
fo me the sea is a continual miracle, 
the fishes that awim— the rocks— the motion of the 
waves*-the ships with men in them, 
that stranger miracles are theret
this poem was chosen because the problems it presents 
are similar to those In the preceding lesson, though they 
are more complicated.
? bog Emms 2
A. Presentation, fypevrltiea copies of the poem were 
given the class for silent reading and analysis.
Analysis. It was noted that the long sequence of 
the Images here presents the speakers with the danger ©f 
•cataloging*; and that in avoiding this they must be watch­
ful too to avoid the worse pitfall of •overcoloring.* It 
was pointed out that both of these could oe avoided if the 
speakers voicing the individual images allow their imagination 
and thought to direct their voices*
It was noted that these various "miraclest are not
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strung together haphazardly. There Is a progression In 
the sequence of luges that must be observed. Th^ author
leads the reader1 s thoughts from the city to the &xy, sea 
and woodsi thence to oso^X#— the intimate, the half-'known, 
and the unknown; thence to insect, animal and bird Ilf©; 
and lastly to the "firmament on high*; until as he himself 
puts It, he toe shown "the whole referring yet each distinct 
In its place." It was seen that the group itself must do 
this same thing if they would try to convey this diversity 
in unity.
It was further noted that the construction of the fir at 
stents presents a problem in unity In that It presents a 
series of ideas all of which lead to the main sentences
These with the rest, one and all are to me miracles.
Xt was noted that in order to convey this sense of 
• incompleteness, each line should end with a slight upward 
note. \
0. Arrangement of the foam. Xt was decided that the 
whole chorus should speak lines on® and two,, and that 
twelve individual speakers should voice the neat twelve 
lines. All the voices should join in on the last two lines 
of the first stanza. The first five lines of the second 
stanza were assigned to five individual sneakers, with'all 
the group Joining in on the sixth line:
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All these to so are unspeakably perfect Miracles.
The following line:
To so theses is a continual miracle,
wee assigned to one half the group, the line following to 
the other half, while all were to speak the final line;
that stranger miracles are there?
£rlll- Different individuals were asked to read 
the various lines, until the host speaker for each was 
found. The weaker speakers were assigned the very short 
lines. The group then read the poem as a sequence study, 
ol&eing primary emphasis upon saying each line so that, 
though linked in general atmosphere to the rest of the 
poem, It ted the character of description suggested in It.
LS&SOM 15
AIM:
To give drill on a succession of varied Images leading 
to a climax.
MATERIAL:
The gypsies • Rachel Field
Last night the gypsies came,
Mebc&y knows fros where.
There they’ve gone to nobody knows,
And nobody seems to care.
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Between the trees on the ©Id swamp road 
X «aw them round their fire,
Tattered children and dogs that barked 
As the flames leaped high and higher.
There were black-eyed girls In scarlet shawls, 
Old folks wrinkled with years,
Men with handkerchiefs round tfeetr throats 
And silver loops in their ears.
Ragged and red like maple leaves 
When frost cones In the fall.
The gypsies stayed but a single night,
In the morning gone were all,
Hever a shaggy dog, 
never a gypsy child.
Only a burnt out gypsy fire 
Where danced that band so wild.
All gone and away,
Who knows where?
Only the wind that sweeps 
Maple branches bare.
This poem was chosen for drill because it relates 
the objective of the preceding three lessons to the 
problems of climax and anti-climax.
PROCEDURE:
A. Presentation. Typewritten copies of the poem 
were given the g^oup for silent reading and analysis.
B. Analysis. The group noted that the form of this 
poem was similar to those in the preceding lessons in that 
It was composed of a series of individual details within 
the complete picture. It was noted that It differed from 
the preceding studies in that, instead of listing a 
series ©f details complete In themselves, each detail Is 
closely linked to the preceding one and Is added to it
to form a complete picture.
13?
The group noted the necessity for variety in the 
presentation of the Individual Images: ^tattered children
and dogs that harked, * *black-eyed girls In scarlet 
shawls,” *old folks wrinkled with years,* *©en with 
handkerchiefs round their throats,” etc.
It was further noted that there are two movements 
within the poem, the one rising, the other falling. In 
the first part, details are added until a climax Is 
reached; in the second part details are subtracted 
giving an effect of &ntl~ellm&x. It was pointed out 
that the presentation ©f the first part demand© an 
effect of creseendo-a gradually rising pitch, increasing 
tempo, and volume; the second part demands a decresoendo- 
a gradually lowering oitch, decreasing intensity and 
tempo.
C. Arranges# at * The poem was arranged as a cum­
ulative study with two voices speaking the first line, 
four the second, six the third, etc., until line ten 
was reached, when all twenty voices were speaking. The 
entire group then read in unison through line fifteen. 
Beginning with line sixteen, two voice® dropped out on 
eaeh succeeding line, until only two were left sneaking 
on the last line.
D. Brill. The poem was read in the arrangement 
Indicated above with emphasis upon realisation of individual
luges, XInking of those Images to form a complete 
picture, building to & climax and effecting an 
anti-cllux.
L m m M  is
AM:
To introduce the problem of word coloring- 
m t m i h L i
Sea Fever - John SSasefleld
1 must go down to the seas again, 
to the lonely sea and the sky,
And all I ask Is a tall ship, and a 
star to steer her by;
And the wheel's kick and the wind's
song and the white sail's shaking,
And a grey mist on the sea's face, 
and a grey dawn breaking.
I must go down to the seas again,
for the call of the running tide 
Is a wild call and a clear call 
that may not be denied;
And all X ask is a windy day with 
the white clouds flying,
And the flung spray and the blown
spume, and the sea-gulls crying.
I must go down to the seas again, 
to the vagrant gypsy life,
To the gull's way, and the whale*$
way, where the wind's like a whetted knife 
And all I ask is a merry yarn from 
a laughing fellow-rover,
And quiet sleep and a sweet dream 
when the long ~rick's over.
This poem was chosen to introduce this problem 
because it is rich in words that have either an 
ONOMATOPOE'i'XC value, or are capable of being made
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strongly suggestive.
m o a m m m t
A. Presentation, ‘typewritten copies of the poem 
were given the group for silent reading, the director 
then reed the poem in as colorless a manner as possible. 
The group was then asked to criticise the reading. The 
discussion which ensued centered around the reader’s 
failure to sake the descriptions of the poem vivid and 
real to the audience. Analysis of the causes for this 
failure led to as explanation of onoMtopoetia values in 
words. It was pointed out to the group that many words 
depend upon their sound for their power of suggestion. 
Some words like “boos,* ♦swish, “ *tinkle, * etc. are 
directly imitative of the thing which they represent. 
Others are imitative only Indirectly in that their 
imitation is conveyed by the suggestive quantity and 
quality of their vowel and consonant sounds. Such words 
are *babble,* ^chatter,* “glide,* etc.
It was pointed out that In words which are directly 
imitative, recognition of that fact by the speaker is 
sufficient to give them their value. Any exaggeration 
of the sound is apt to lead to artificiality ^nd “over­
coloring. * In the case of words which are Indirectly 
imitative, recognition of the effect of the vowel and 
consonant quantity and quality will usually convey the
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desired Impress ion.
It was further noted that m&ny words, particularly 
descriptive adjectives, can be given an ©nam&topoetl©—  
that is an imitative ©r suggestive value— if the speaker 
voices it iisaginatlvely. For example, in ever day oon- 
v era at Ion such words as *tiny, * * enormous, 1 “sweet, * 
*»oorr* •beautiful.* •ugly* are constantly being given 
an imitative value.
foaalysls of the poem* The poem under consider­
ation was then analysed for its ©nosatopoetio values
4
and possibilities for word coloring. It was noted that 
words like •kick,® *song,* “shaking,* •flung,* etc. 
have an indirectly imitative power in that the quality 
and quantity of their sound Is suggestive of the things 
which they represent. It was further noted that there 
are many other words and phrases in the poem which can 
be aade to suggest the thing which they describe. Buoh 
is the ease with •lonely sea,1 “tail ship,* “gray mist,® 
•call of the running tide,* “wild call,M “clear call,* 
•windy day,* “blown epuae, • “sea gull*© crying,* “vagrant 
gypsy life,* “whetted knife,** “laughing fellow rover, * 
•quiet sleep,* and “sweet dream.•
P. brill. It was not found necessary to tell the 
group how to voice these phrases in such a manner as to 
give the© their full power of suggestion. As soon as the
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Analogy between the problem ©f word coloring In reading 
and the natural coloring which they give to word© in 
animated conversation was pointed out, the group was able 
to make the adjustments in oitch, duration and volume 
necessary to convey the true Impression.
The poem was then read as a unison study with the 
group making an effort, by the weight of their conjoined 
voices, to make the imitative sound values apparent and 
telling.
h m m m  i?
AIM:
To give drill in word coloring*
MATERIAL:
The Song My Paddle Sings - Pauline Johnson
West wind, blow from your prairie nest.
Blow from the mountain, blow from the west. 
The sail is Idle, the sailor too;
O! wind of the west, we wait for you.
Blow! blow*
I have wooed you so,
But never a favour you bestow.
You rook your cradle the hills between,
But scorn to notice my white lateen,
I stow the sail, unship the isast,
X wooed you long but my wooing1 a past;
My paddle will lull you into rent.
O! drowsy wind of the drowsy west,
Sleep, sleep,
By the mountain steep,
Or down where the prairie grasses sweep.
Sow fold In slumber your laggard wings,
For soft is the song my paddle sings.
August Is laughing across the sky. 
Laughing while paddle, canoe and I
Drift, drift,
Where the hill* uplift
On either side of the current swift.
The river rolls in its rocky bed;
My paddle is plying its way ahead;
Dip, dip,
While the waters flip
In foam as over their breast we slip.
And oh, the river runs swifter now; 
the eddies circle about ay bow 
Swirl, swirl!
How the ripoles curl
In many a dangerous pool awhirlI
And forward far the rapids roar,
Fretting their margin for evermore.
Dash, dash,
With a mighty crash.
They seethe, and bell, and bound, and splash.
Be strong, O Paddle.* be brave, canoe!
The reckless waves you must plunge liko.
Reel, reel,
On your trembling keel.
But never a fear my craft will feel*
We've raced the rapid, we're far ahead!
The river slips through its silent bed.
Sway, sway,
Ae the bubbles spray
And fall in tinkling tunes away.
And up on the hills against the sky,
A fir tree rocking its lullaby,
Swings, swings,
Its emerald wings,
Swelling the song that my paddle singe*
This material was chosen for drill on this 
aim because It makes a conscious demand on the 
reader for word coloring; its us e of words whose 
sounds are suggestive is a definite and obvious part
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of it# value, fora and than#; in addition to Individual 
words with possibilities for word colorIng, it present® 
imitative values extending over an entire phrase; and 
because the sharp contrasts in Its pictures give oppor­
tunity for drill on variety in word coloring.
?aoOEBiIE£:
A. Present at Ion®: Typewritten copies of the poen
were given the group for silent reading and analysis.
®* Analysis of the Poem: It was pointed out that
most of the ononatoobetlc value of this poem lies in its 
use of words of life and activity, a® it describes the 
joys of canoeing on a great river. The at ansa® describe 
the progression from one experience to another as the 
river changes from calm waters to th« rush and swirl of 
rapids, with a final movement afterwards toward a quite 
ending.
The possibilities for imitative values In single
words like •wooed,* 1 lull, * n sweep,1 *®oft,* "laughing,* 
•swift, * "flip,* "awfcirl, * "roar,* •fretting,* "crash-, *
•strong,* reckless," "trembling,* and "rocking® were 
noted.
It was pointed out that the repeated words in each 
at&nsa: "Blow, blow;* "Sleep, sleep;*1 "Drift, drift;"
"Dip, dip;* "Swirl, swirl;* "Dash, dash;* "Heel, reel;* 
"Sway, sway;* "Swings, swings;1* all have a strong
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oiieaatopoet lo value which la emphasized by the 
repetition.
It wag further noted that certain phrases are 
made up of combinations of words which, while they may 
have only slight Imitative value when considered alone, 
are definitely suggestive ©f the thing which they des­
cribe when they are considered in the particular com­
bination* Sjueh phrases are: *0, drowsy wind of the
drowsy west;* *forward far the rapids roar;* ^seethe, 
and boll, and bound and splash; * *Wa,v« raced the 
rapid;* *The river slips through its silent bed;* *ths 
bubbles spray;11 *falls in tinkling tunes away;* * swel­
ling the song,* etc.
G. Arrangement for speaking. Because of the 
length of the poem and the difficulty of convey lag all 
of its contrasts, It was arranged as a three part study.
A small group of five read the verses. The refrain lines 
(the last five in the first two stanzas) were divided
between the men's and the women•s voices. The men's 
voices read the refrains to stanzas one, three, six and 
seven where the value seems to call for dark voices; the 
refrains in stanzas two, four, five, eight and nine, which 
seem t© call for light voices, were read by the women.
D. Brill. Brill procedure emphasized the realization 
of onomatopoetic values in both individual words and phrases.
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h m m n  is
AI«:
To continue drill on the aim of the preceding 
lesson.
MATERIAL:
Cabberwooky by Lewis Carroll
'Twag brlllig, and the si1thy toves 
Bid gyre and gimble In the w&be;
All sissy were the borogeves,
And the some rathe outgrabe.
•Beware the Jabberwoek, ay son!
The Jaws that bite, the claws that catch! 
Beware the Jubjub bird, and shun 
The frumious Bandersnatch!*
He took his worpal sword in hand:
Long time the m&nxome foe he sought,—
So rested he by the Tumtum tree,
And stood awhile in thought.
And as In offish thought he stood,
The J&bberwoek, with eyes of flame,
Came whiffling through the tulgey wood,
And burbled as It came!
One, two! One, two! And through and through 
The worpal blade went snicker-snack!
He left it dead, and with his head 
He went galumphing back.
•And hast thou slain the J&bberwockt 
Come to my arms, my beamish boy!
A frabjous day! Calloohi Gallay!
He chortled in his joy.
fTwas brlllig, and the slithy toves
Bid gyre and gimble In the wabe;
All mlmsy were the borogowes,
And the mome rathe outgrabe.
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This poem was eft©sen because its use of non- 
seme leal and se&ninglese words gives opportunity for 
creative and Imaginative work in the eolorlng ©f words.
A. Present a tlon. typewritten copies of the poem 
were given the group for silent reading. They were then 
asked to discuss the “eolorlsg* which they felt the 
various meaningless words demanded.
Analysis, The director explained the background 
of the composition ©f the poem, the poet’s use of strongly 
suggestive sounds and combinations of parts of two words 
to create a new word. The group then made the following 
analysis of the probable meaning of the more significant
gyre and glmble - to turn round and around.
mlmsy - mysterious
some - gloomy
©utgr&be - roared
frumious - angry
vorpal - trusty, powerful
msnxome - dangerous
offish - putsled
tulgey • briary, tangled
burbled - spit fire
galumphing - taking big strides
beamish - smiling
frabjous - Joyful
chortled - laughed aloud.
G. Brill. The group then read the poem striving to 
give a particular meaning to each word in the selection
words:
stormy
slimy.
14?
through word coloring. The 11not of direct conversation 
were dene by solo voices.
LESSON 10
A III:
To continue drill on the aim of the preceding lesson. 
u k t m u u
Cargoes - John Masefield
Quinqulreae of Bineveh fro® distant Ophlr,
Hewing hone to haven in sunny Palestine,
With a cargo of Ivory,
And apes and peacocks.
Sandalwood, cedsrwood, and sweet white wine.
Stately Spanish galleon coming from the Isthmus 
Dipoing through the tropics by the palm-green shores, 
With a cargo of diamonds,
Emeralds, Amethysts,
fcpatcs, and cinnamon and gold moi&ores.
Dirty British coaster with a salt-caked smoke stack, 
Butting through the Channel In the sad March days,
With a cargo of Tyne coal,
Ec&d-r&lls, pig-lead,
firewood, iron-ware, and cheap tin trays.
The basis for choice of material Is the same as for 
the preceding lesson. This poem presents a sort difficult 
problem in word coloring in that its sounds are 1ess 
directly imitative. It offers a further problem in that 
Its three stanzas present subtle contrasts in description.
m o Q t m m z
Presentation. Typewritten copies of the poem 
were given the class for silent reading and analysis.
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S. Analysis. It was seen that the three stanzas
of this poem net only describe three modes of trans­
portation In three periods of the world*s history, but 
that is describing the cargoes of these three ages,
there Is an Implied description of the contrasts in the 
node of living, the character of the people, and the 
Ideals which activated those ages.
In the first stanza the words have a strong, pul­
ling movement suggestive of the muscular strength re­
quired in rowing & oulnquireme. There Is a dreamy 
dignity about all of the words suggestive of the ex­
quisite culture of the period. Words like *ivory, apes 
and peacocks,ft descriptions of fine, scented woods and 
rare wines, require a delicate and exotic color lug.
In the second stanza the words have a flowing 
movement suggestive of water moving under the heel of 
a sailing ship* Here there are words with warmth and 
color, dash and bravado. This was the time of the 
Elizabethans with their love of life and adventure, 
their passion for pageantry, and their pride of con­
quest. Words descriptive of blazing Jewels, gold 
coins, and the pungent smell of cinnamon require a 
tone that is warm and robust, suggestive of the Eliz­
abethan Joy in adventure and lust for looting.
In the last stanza all romance is gone and sheer
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ulillt&rianlsm has taken its place. Here the abundant 
use of plosive consonants breaks up the line and gives 
the *chug-chug* effect of a email ateamship, demanding 
that the word* be said In staccato fashion, the stresses 
being struck off shortly and sharply and the consonants 
given full value. - Here the words have a harsh, 
energetic duality as they describe Tyne coal, road rails 
and pig lead. There Is the very sound of tin in the last 
few words demanding a metallic quality.®
Brill. Brill was conducted as in preceding 
lessons. Special emphasis in this lesson was placed upon 
relating the word coloring to other technical problems 
In the poem such as rhythm, and distribution of stress 
in the quality and quantity of the sounds, and to con* 
tracts in pleturltatlon.
LESSOS 20
AM;
T© give drill in unity in the us© of the three basic 
inflections: rising, falling, and circumflex.
X. The Rising Inflection
25The author is largely Indebted to Louis Untermeyer 
and Carter Davidson, Poetry: Its Appreciation and Enjoy- 
sent, pp. 5 - 6 for the analysis of this poem.
ISO
gkTEfU&L:
1- Imogen (Extract) - Henry Mewbolt
Ladiesf where were year bright eyes glancing, 
Where were they glancing yesternight!
8 m  ye Imogen, dancing, dancing,
Imogen dancing all in white! .
Laughed she not with a pure delight, 
Laughed she not with a Joy serene! 
Stepped she not with a grace entraolxig. 
Slenderly firt in silken sheen!
S. The Tide In the Hirer <Extract) - Eleanor Bewbo.lt
The tide In the river,
The tide in the river,
The tide in the river runs deep.
3. Orpheus With His Lute (Extract) - William Shakespeare
Orpheus with bis lute made trees 
dad the mountain tope that freese 
Bow themselves, when he did sing.
d- Ifew Elitg of China1s Laughter (Extract) - Eleanor FarJeon
The King of O h i m ’s daughter
So beautiful to see
With her face like yellow water
Left her nutmeg tree.
S. The Recessional (Extract) - Hndyard Kipling
God of our fathers, known of old—
Lord of our far-flung battle line—  
Beneath whose awful hand hold
Dominion over palm and pine—
Lord, Sod of Hosts, be with us yet,
Lest we forget— lest we forget!
6. Cargoes (Extract) - John Masefield
Qulnpulreme of Bineveh fro® distant Ophir 
Rowing home to haven in sunny Palestine, 
Pith a cargo of ivory
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And apes and peacocks,
S&ndlewood, ©ed&rwood, and sweet, *hite wine.
7. Caliban In the Goal Mines - Louis Cntermeyer
Cod, we don't like to complain;
We know that the mine is no lark* 
But— there's the pools fro® the rain; 
But— there's the ©old and the dark.
Cod, you don’t know what it is—
You, in your well-lighted sky—  
Watching the meteors whist;
Warm, with a  sun always by.
God, if you had but the moon 
Stuck in Your cap for a lamp,
Even You'd tire of it soon, 
tows in the dark and the damp.
Mothing but blackness above 
And nothing that moved but the cars—  
Cod, if you wish for our love, 
fling us a handful of stars!
8. Under the Greenwood free • William Shakespeare
Under the greenwood tree,
Who loves to lie with me,
And turn his merry note
Unto the sweet bird's throat—
Come hither, come hither, come hither! 
Here shall he see 
He enemy,
But winter and rough weather.
Who doth ambition shun,
And loves to lie in the sun,
Seek! g the food he eats.
And pleased with what he gets—
Come hither, come hither, come hither! 
Here shall he see 
Mo enemy,
But winter and rough weather.
i m
these eelectloms » i w  chosen because they illustrate 
M m  tf til# e©*«os usages of the rising Inflection: im
i m l l m ;  to demote on tmeempleted or o m p m M  thought 
to a itrUi of sentence* or phrases closely related erne 
to another; In prayers end supplications; in poems where 
& happy and amiable m o d  is predominant -
m m m m m t
*• m S U S t  S£ SS* »  **® r#eall*d to the
group that in preceding two-part studies they had soon 
the m o  of the rising and falling inflections in simple 
gudotlom and answers* It was recalled that the rising 
Inflection is commonly used when the fora of the subject 
matter denotes a question, an Incompleted or suspended 
thought, In a series of sentences or phrases closely 
related one to another* It was recalled further that 
the rising inflection Is commonly meed nfeem the emetibm 
of the subject setter is that of supplication or 
prater, or when the prevailing m o d  is one of gaiety.
It was pointed out that satisfactory group inter­
pretation demands unity in the use of inflection 
patterns*
B. Presentation* typewritten copies of the p o e m  
were given the group for silent reading and analysis of 
the problem involved*
0. Analysis of the selections. (1) Imogen* this
«*
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p o «  m  seen to be worked in the fora of a series of 
questions demanding a continual rising Inflection.
(2) the fldi la the hi ter. It was noted that the thought 
of these three lines is not completed until the words 
•runs deep* are reached* Therefore each line must end 
with a rising turn to the voice until the falling Inflection, 
denoting coapletlon, Is reached on the last two words. (3) 
Orpheus. Here It was noted that the use of inflection 
gives the clue to the meaning- If a falling Inflection* 
denoting a eonpleted thought, Is used on the end of the 
first line# it is made to mean that “Orpheus made trees. a 
the rising Inflection denoting incostpletlon on the word 
•trees* and on the following line* carries the thought 
over to the voids *how themselves* which gives the poet's
true meaning. (4) fhe King of China's Daughter. Here 
the use of the rising inflection in suspended thought was 
Illustrated- the lines
So beautiful to see
t
With her face like yellow water,
are an interruption of the main thought, the rising in* 
flection on “daughter1 la the first line denotes this 
suspension. If the subordinate thoughts in the two follow­
ing lines are given in a contrasting lower pitch level 
and the words “left* picked up on the same pitch as the
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word *daugister«, the continuity of the thought is 
Indicated. (5) Recessional* here the use of the 
rising inflection to denote incomplete thought over 
several line* erne noted* *0©d of our fathers* begins 
a thought which runs over five lines and is not
completed until the words ®be with us yet* are reached. 
411 of the phrases in this series demand a rising 
Inflection. (6) Cargoes. Here the use of the rising 
inflection in a series of phrases or sentences closely 
related one to another was noted. Each of the phrases 
In this stanaa presents a completed picturef but they 
are so closely bound together that they ask for a 
rising turn at the end of each to carry the listener 
over to the end. fhe last phrase In the series 
receives a falling inflection. (7) Caliban in the 
Coal Hines, fh© value of the predominantly rising 
Inflection la conveying feelings of supplication 
and prayer was noted in this poem. It va& seen that
the entire poea is in the fora of a supplication and 
deaands a predominantly rising Intonation. {8) Under
the dreenvood free. It vas noted here that the 
rising Inflection may carry with it an effect of light­
ness, ©f gaiety, of carefree freedom such as is demanded 
In this poem.
0. grill. Each poem was read by the group as it
« u  analysed. They were t«l«A to road the selections 
first with falling inf loot ions and than with rising 
and reach their own deals ion as to which was sore satis* 
factory, they were then drilled for unity of inflect Ion 
pattern on all the selections In the lesson*
XI* The Falling Inflection
mateeXAL:
Break* Break. Break (Extract) - Alfred Lord Tennyson
Break* Break, Break
On thy cold gray stones* O sea*
And X would that ay heart could utter 
The thoughts that arise in me.
8. The Highwayman iExtraet) - Alfred Moyes
The wind was a torrent of darkness among the gusty trees* 
The neon was a ghostly galleon tossed upon el&udy seas*
The road was a ribbon of moonlight over the purple moor, 
the highwayman cans riding— r id ing— riding—
And the highwayman cane riding up to the old 1m -door.
Me1# a french eocked~h&t on hi# forehead* a hunch of 
lace &t his chili*
A coat of the claret velvet* and breeches of brown doe-skin
They fitted with never a wrinkle: his hoots were uo to 
the thigh!
And he rode with a Jewelled twinkle*
Mis pistol butts a-twinkle*
Mis rapier hilt &-twinkle under the Jewelled sky.
3- Psalm '83 (Extract)
Tea, though X walk through the valley of the shadow 
of death 
X will fear no evil.
For thou art with me; thy rod ansi thy staff*
They comfort me-
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4. Parade {Extract} - H . A . IfoGhesmay
Guna are rumbling, shells are grumbling,
Sen are stumbling ae they go- 
Wounded crying ~  sobbing, sighiog- 
Womm&ed dying —  hard and alow.
Where1 a the marching* throat# are parching- 
Dead and maimed on every hand.
S. Flbrooh (Extract) - Walter Scott
Pibroch of Comall Dfou,
Pibroch of Danull,
Wake thy wild voice anew, 
Summon Olan Conull.
Cose away, come away,
M&rk to the summons!
Gome in your war array, 
Beatles and common*.
• V
6. Song of the Chattahoochee (Extract) -Sidney Lanier
Sigh © fer the hills of Habersham,
Veiling the walleye of Sail, 
the hickory told ae manifold 
fair tales of shade, the poplar tall 
Wrought se her shadowy self to hold,
The chestnut, the oak, the walnut, the pine. 
Over leaning, with flickering meaning and sign, 
Said, pass not, so cold, these manifold 
Deep shades of the hills of Habersham, 
these glades in the valleys of Hall.
these selections were chosen because they illustrate 
several common uses of the falling inflect ion; in com­
pleted thought; where a series of sentences occur that 
are independent of each other, each being complete in 
itself; in passages expressing strong feelings of truth 
sad conviction; in portraying harsh passion; in expres­
sions of command; in passages that convey impressions
x m
of gloom.
PHOCEDUHE:
*• AnAlygis of the problem. It wee recalled to the 
group that the fall log inflection Is commonly uss4 w h ^  
the fora of the subject matter denotes & completed thought, 
or ahem a series of clauses occur that are Independent 
of each other. It mas further noted that when the feeling 
to be conveyed is that of strong truth or convict ion, 
harsh passion, command, or gloom the falling Inflection 
is commonly used.
S. Presentation. Typewritten copies of the selection 
were given the group for silent reading and analysis of 
the problem# ’involved.
S. Analysis of the sei etlone. (X) Breaks Break, 
Break. It was seen that the falling in fleet ion in this 
selection elucidate# the logical meaning of the sentence. 
When the thought of the sentence Is completed, the sense 
of finality is conveyed by the falling intonation. {B) 
the highwayman* These line# were seen to present a 
series of picture#, each complete in itself, and each in* 
dependent of the other. Here the use of the falling in­
flection on each phrase serves to point the detachment 
of the sentences. (3) Psalm gj. The firm belief, the 
unwavering faith of these line# were seen to demand a 
falling Inflection which would convey a sense of strength
and conviction. (4) Parade* The vivid a M  passionate 
description of war in this stance was 90m  to call for 
the strength and force of the falling inf loot ion* (5) 
Flbroeh* More vii Illustrated the for00 of the falling 
Inflect ion in giving commands. (6) Song of the Ohatta- 
hoochec* the prevailing atmosphere of gloom in these 
lines «ss seen to demand the falling inflection*
0. brill* The selections were read fey the group 
as they sere analysed, The contrasting effects in the 
wee of the falling and rising inflections was pointed 
oat fey having the group read with both types* The group 
then ve&ehed Its own conclusions as to which was most 
satisfactory. The selections were then drilled in 
unison with emphasis on uniformity ©f inflection 
pattern*
III* The direumflex Inflection
HAfSHXALi
1. The Last Bide {Extract) - Robert Browning
What does it all mean, poett well,
Tour brains beat into rhymes, you tell 
What we felt only; yon expressed 
Ton hold things beautiful the best,
And pace them in rhyme so, side fey side 
6Tis something, m y  *%%& much; hut then. 
Have you yourself what1® best for meat 
Are yon - poor, sick, old ere your time-- 
Hearer one whit your e*m sublime 
Than we who never turned a rhyme?
Sing, riding*a a joy! For me, I ride.
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*he Congo (gktr&ct) - Vachel Lindsay
Walk with care, walk with care,
Or SSumbo-Jumbo, Cod of the Congo 
And all of the other Cods of the Congo 
Bumbo - Jumbo will hoodoo you 
Beware, beware, walk with care.
Caorlce - Ann Liadber^i
1 should like to he a dancer,
A alia, persuasive dancer,
A aearlet, Spanish dancer 
If you pi ease.
But he said, Must now we*re crowded
With these Careens
Simply crowded —  I can't find**
Bis forehead clouded,
“Vae&ncles.1
I suppose you want to tango 
And he sighed, or a fandango 
Scarlet cigarette and tango 
Scarlet sslle.
In a century, or twenty 
Be may want you. 
f« hare plenty
For a while*
There1 s a place for Quaker Baldens,
For brown haired Quaker Baldens,
For blue-eyed Quaker Baldens 
There8s a place;
So I do not blame my Baker,
And 1 play the role of Quaker,
For I think I wear the Quaker with a grace;
But when the time Is lilting,
Like a scarlet skirt Is tilting.
That rebel heart a-liltlng,
Bo one sees.
For I want to be a dancer,
A slim persuasive dancer,
A scarlet, Spanish dancer 
If you please.
These selections were chosen because they Illustrate 
three common uses of the circumflex: in comparison and
contrast, in warning, and In Irony.
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to drill on uniformity and variety in the tise of 
Inflection pattern®.
ntiesm&r
The Hlver from The Water Babies - Charles Kingsley
Clear and cool*, clear and cool*
By laughing shallow, and dreaming pool;
Cool and clear* cool and clear,
%  shining shingle, and foaming wear;
Ondar the crag where the ouzal sings,
And tee Ivied well where tee eburch-bel 1 ring®, 
Undefiled, for the undefiled;
Flay by me} bates in wm, mother and child
Bank end foul, dank and foul,
By the smoky town in its murky cowl;
Fowl and dank, foul and dank,
By the wharf and sewer and ©limy bank;
Barker and darker the further I go,
Baser and baser the richer I grow;
Who dare sport with the sin-defiled'?
Shrink from me, turn from me, father and child*
Strong and free, strong and free; 
the flood-gates are open, away to the sea.
Free and strong, free and strong*
Cleansing my streams as 1 hurry along 
To the golden sands,, and the leaping bar,
And the taintless tide that await# me afar,
Till I lose myself in the Infinite main,
Like a soul that has sinned and is pardoned again* 
Undefiled, for the undeflied;
Flay by me. bathe in me, mother and child*
This poem was chosen for drill on this aim because it 
presents a wide range ?>.n& striking contrite in Inflection 
patterns.
A* ^seatatlaa. The poem had already h m n  presented 
$0 the group,
B. Analysis of the problem. It was noted tout the 
prevailing mood of the first stanza with Its Invitation to 
the mother and child, Is light and gay calling for pre­
vailing rising Inflections.
The second stanza with Its harsh and gloomy descrip­
tion and Its stern oo®tmnd call for a prevailingly falling
Inflection in that type of statement.
the third stanza Illustrates interesting contrasts 
in the use of Inflection patterns* In the first line the 
Inflection Is alternately falling and rising on the words 
^strong and free.w In the third line, they are alternately 
rising and falling as the position of the words Is reversed* 
lines four and five of this n t m z m  Illustrate the use of the 
rising inflection to denote an incomplete^ thought. Lines 
seven and eight use the falling inflection to denote the 
logical completion of a thought. Line nine has a falling 
inflection to denote strong conviction and the last line 
has the same rising inflection of Invitation and Joyous en~ 
treaty aft in the first stanza.
S* Brill. I'he poem was read-as a unison study with 
tfoe group striving to aohleve flexibility nna unison in the 
use of Inflection patterns.
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m u m m  gg
xpi*
1# • I'd giro d rill la purity «f towel aad consonant
tone*
f» to gif® drill in resonaiioe of tone m d  Mending 
Of TOlOeS*
MgfffiX&Ls
1* Many and many a year ago *- ^ Poe 
g. Al<me, alone, all, all alone * «* Coleridge 
5* Holl <m# tbeu deep and dag& M a s  ocean, roll* •* Byron 
4* file s n ^ w  of inms&erehle booa* •* Tennyson 
0* Inhumanity to man* ~ Burn#
0* fbe Lady of ^alott tl&trset}- ~ Alfred, Lord Tennyson
She left fc&© w«b# aba left tbs loom,
0i*e oat# three paces t&Foogfe the room,
Sbs caw t&a water lily bloom*
She saw the bolmet and the plume,
3bc looked down to Ceaelot.
f * Cterio Scmgr from ?m  Lotos Eaters (Extract)
w M e M M v p *  «!»■ ■ » » * *  «>!■ ■ » » .a ^ K ^ ni b p i i » '
- Alfred, Lord fennyson
There 1« sweet music bar® that 'softer falls 
That petals from blown petals on the grass,
Or nlght-dewe on still waters between walls 
Of cfc&dowy granite, in a gleaming pasa;
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Susie that gent H e r  on the spirit lies, 
Ihat tired eyelids upon tired eye®j 
Susie that
Here are cool messes deep 
And through the mess the
And is the stream the ._ ^ __
And from the craggy ledge the in *1,
These lines were chosen ■ for drill on
ire to |lft full
in aseensEaee and alliter
to 
it ion
a poetic device, would stlmi;
resonant and
group to acquire & store 
ry ofed tone and a purer
to
on. resonant tone In thatproblem for beginning w 
pitch range is narrow, 
mands a tone approximating a monotone* Furthermore, the pi 
vailing pitch which the poem s ? a s  to demand la medium-low 
which is fairly easy for the mlsrlty of voices.
A* Introduction of 
were written on the
(1-6) ®hO¥o 
the group w m  ashed to 
read them on a sustained tone* It was noted that 
are rich is the more resonant vowel and consonant 
(o u), (°), (u) f (m) , (n), and (2), and that on sounds such 
as these a more resonant tone could he secured from the group* 
It was noted that If the group speaking of these sound a I® to 
he In tune, It Is necessary for all the sounds to be uniform♦ 
It was further noted that the beauty of these lines was 
increased by the repetition -of the same sounds <ou) and (o) s
166
■f»* CP) I (ti> and Cm) in 8, etc*
w e  of assonance and alliteration m  a poetic 
4*fl0f * n  then explained to the gro^p* The point wma 
IHgbt that if the reader wished to voice the true pattern 
of a p o m  making use of such devices, lie must fee to
produce the sound of tfee words as the poet heard them when 
writing tfem* M i  matching end blending of sounds de» 
mends purity of tone*'
B* tealvslft'-ffig Cfeorle .Song* This p o m  t o  then read 
to tfee group fey the director* It mas noted that the beauty 
of Its lines lies: (!) in the resonant quality of the 
s m i t  which it uses, and {£} in its use of assonance and 
ell iteration*
The prevalence- of resonant we we is ilk# Co), (°u)» 1 i), 
(di), (u) and eon sonants like (e) f (n)# (lj) and (1) was 
seen to offer excellent opportunity -for drill in resonant 
role# quality and blended tone* The repetition ©f sound 
in phrases like *blewn re»e«ftf *tlr«d eyelids upon tired 
tyti*, *aweet sleep'*, and *ln the stream the long leaved 
flowers weep* was seem to den-and purity of wowel tone*
It was noted that the prevailing pitch of the pom 
Is low and that In ornmv to convey Its spirit of drowsy 
peacefulness it la fieeeftsary to maintain a tone approxi** 
mating a monotone*
C* Drill* The poem was read as a unison study*
x m
Attention w m  called to- Individual voices that wore not 
blending with the group, either thrash same weakness in 
voiee (geallty or through fall are to maintain pure res©-* 
nano# on the various sounds» Poor speakers were shift ad 
to posit ions next to the speakers who had particularly 
rich and purs tones* fhey were then asked, to read very 
softly for a. few readings, attempting to blend their 
voices with, end conform their sounds to, those of the 
better - speakers *
hEssof?
AIMS
1* to continue drill on the aims of the preceding 
lesson.
KARRXALf
Fairy Song (From ^fhe Lsufi of Ieart*a Desire*}
-* Will I am. Butler Xemfce *
ffce wind blows out of the gates of daj, 
the wind blows over the lonely heart,
And the lonely of heart la withered sway,
^hile the faeries danse in a plae# apart,
Shaking their milk-whlt# feet 1m a ring,
Tossing their »1 Ik-white am® in airs
For they hear the wind laugh and mumur and sing
Of a land where even the old are fair,
And ever* the wise are merry of tongues 
But 1 heard a reed of Coolaney say#
the wind has laughed and m u m  wed and sung, 
The lonely of heart is withered aw&jrl *
The primary reasons for choice of materiel the
same as for the preceding lesson * This poem presents % 
more difficult problem in resonance, however, in that its
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prevailing pitch is high*
m o G & e m t
A, Presentation , Typewritten copies of the poem were 
g n u  the group. the poem was then read to then hr the di­
rector.
B„ • Analysis of the poem, It was acted that the same 
poetic values prevail here m  in the preceding poem * The 
assonance is' act sc pronounced, hat the rowel and consonant 
sounds are equally resonant * The sounds which predominate 
are the rowels (oo)^ (ei )# (je)t and (a), The consonants 
are the nasals (a) *;.(&)* and {^ } and, the liquid (J}.
It was farther noted, that the faIry-llJke quality &t 
the p e w  dmands a high, cleart tone,
0* Brill, The p o m  was read as a m l  eon study with 
the s a w  drill procedure as in the preceding lesson. It , 
wms found that It was much more difficult to maintain a. 
resonant tone on the pro walling high pitch demanded heref, 
than on the prevailingly medliw^iow pitch of the preceding 
poem,
m n m n  24
Allfl
To continue drill on the aim© of the preceding lesson.
t m
m m m x j & t
silver ~ Walter Ba la Mar®*
Slowly, silently, m w  the mzoa '
Weik* the night la her. silver shcoisf 
This way, and thatshe peers* and sees Silver* fins It upon silver trees;
Or® by one the easements o&toh
Bar Yearns beneath the silvery thatch.;
Couched la M s  k m m l , like a log.
With paws of silver sleeps the dog;
From their shedowy cot© the white breast# peep 
Of doves in & ailver~fea thered slwapy 
A tmrwest -ioust goes scsj»pering by With ©11 war el&wi, mml sliver iyej 
4nd aovtliss fish la the water gleam,.
By ©liver reeda la a ©liver stream*
the primary remem  for choice of material are the 
m m  m  in the preceding lesson* It carries the problem 
of resonance and blended tone a step further in that it 
h m  mo prevailing pitch, m  do the two previous pommt. but 
offer® a problem in maintaining resonance over a fairly 
broad pitch range*
BfeoeSDSEE*
4, greaentet.Ion* Typewritten copies of the poms 
were gives the group* -the director then read the selec­
tion*
B* tealysis* the prevalence of resonsnt vowel sound#
3.ike (ou), («), (/),(*>, (a)f (<M } and ©oneommt® like CD, 
(v)t (*)# (n) and («) were noted* The repeated use of the 
word •silver* as an alliterative devise was noted, as well 
as other phrases like "slowly, silently1', *esa«ente catch, * 
•beams beneath," "crashed in his kennel," "like & log,*1 etc.
individual de®sn&s soma pitch variation,.
Silver .fruit upon silver trees
roots a pitch in contrast to
whleh & m m &  to e&ll for a lowered pitehi oto>
Q* P 'm in the pt
lemons • special attention fit paid to i
resonant, tone on
To continue drill on of the
Sf ?S‘V;V7 •*> ■*rails on
,  'Lord f
«m castle walls 
;# o M  in stores 
light shake# across the 
tod the wild oataFsot Xeapc in glory
dying.* d
f *.e, 0losf
Blow, bugle, answer,
O hark, 0 heart tow thin and clear,
A M  thinner, clearer, farther going!
0 sweet and far fvom ell ft and sear
Tte torus of Elf land faintly blowing! 
Blow, let us toar the purple glens replying!
Blow, bugle? answer, echoes, dying, dying, dying*
m0 love, they tie la yon rich sky,
They f*1 nt on hill or field or rlverf 
Our echoes roll from soul to soul,
Ant grow for ever eat top ever*
Blow bugle, blow, set the wilt, echoes flying, 
tot- -answer f cctooes, answer,. tying, dying, dying.
The reason* for choice of material were the same as 
for the preceding lessons* In addition till a p a «  offers 
opportunity for drill In rfwofieaoe on a wider pitch and 
? o l w  rang®. 
m s c m m m t
A* yroaoatatlon? ' typewritten oopie® of the poer, were . 
given the group.* the director then read the poem.
B. Analysis. Th* provmlano* of resonant sounds such 
■a* the vowels (d }# (o o ), (e/}, («3U), and (a) and the conso­
nant* ( U # (&} and Og) was noted.*
The use of the M&^rhymeas well m  strong ansonuM 
and alliteration was seen as a poetic device* It was noted 
that the first and third line of each etansa ^aBss use of 
the mAd^rhysm
The splendour falls on Castle walls; 
c& sweet and far from, cliff and soarj 
Oh love, they die in fon rich a&y, etc*
Assonance was noted in phrases like #snowy summits
r
old in. tteiy/ bugle blow,* % u r  echoes roll from
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To eontlime krill' In the Blm® of the priceding lesson
Out of tte Mil® of 
B o m  the valleys of Emil 
I hurry m«1d to reach %&e plain,
-Run tk© rapid and leap the fall*
Spilt at the rook and togat ter 'again, 
Accept my bed, or narrow or tfi&cT, 
tod flee from- folly on every side 
With at lover*© pe&n to -attain, the plain 
far from the hills of. iaterehto.,
Far from the t alleys of Mall*- 
411 down the hlila of later sham,
abide
Who laving
rsdling grass said 
ry dipped for to work delay 
little reeds sighed abide, ah 
In the M i l s  of Eateretesa 
Sere in the valleys of Hell*
High c* er the hi lie of !!&termh«# _ 
M U n i  the mileye of Hall 
The hickory told me m-anlf
me her shadowy eelf to hold, 
the chestnut, the
Overlearning, with flickering meaning 
Sold, pm® ’not, ao cold, these mp 
Beep shades of the Mils of Habersham, 
these glades la the valleys of Hall* 
tod oft In the hills of Habersham,
And oft in the valleys of Hall,
The white quarts shone, and the smooth broofe^ston* 
Bid bear me of pstss&ge with friendly 
tod many a luminous' Jewel lon©~~
elear or a—cloyd with mist,
  lures with the lights of streaming stone
la the clefts of the hills of Entente®,
In the beds of the valleys of Hall*
But, ah, not the hills of Habersham, 
tod, oh, not the 'mlleys of Hall 
Availi I am fain to water the plain*
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Downward the volots of Butj call—
PowawftrdL to toil and be mixed with, the s&alnj 
The dry field® burn , and the mills are to turn ,
And a myriad flowers mortally yearn,
And the lordly main beyond the plain 
Calls ©*#r the hills of Habersham,
Calls through the valleys of Hall *
This pomm was chosen o» the same basis as the material 
la the preceding lessons* It presents a. more difficult prob-* 
las than any of the preceding poems in that It la wmhh longerj 
its range of sounds Is broaderj it makes a more pronounced 
use of assonance and alliterat i on; it has a very wide range
of pitch* volume and tempo changes*
PKiOuE&imEi
A* Present at ion * Typewritten copies of the poem were 
given the group for silent wading and analysis*
B. Analysis» It m s  noted that the poet1 s choice of
sounds Is such as to give the poeia & pre&omin antly musical 
quality* The musical effect is heightened by the fact that 
practically evei^ r vowel and consonant combination of reso­
nant 'quality Is reinforced by repetitions **p&tn to attain 
the plain” "sighed, abide# abide,.8' 8told me masiifcld,” 
•overleaning with flickering meaning, * etc* The repeated 
use of alliteration m s  noted in phrases like •run the rapid,* 
•flee from folly,* *wilfitXl waterwsede,w *lavlisg laurel,* 
•ferns and fondling grass,8 "veiling the valley®,” "mixed
with the main,® etc*
It was further noted that the description of the progress
17S
.&&. tlMt-*ta?#ri«i as it goen fro® light, lemming rapids to o&l®
be acme 0 m pow erful 
of turning tli# mill# and watering plains 9 i@~ 
g pdteh, an. increasing intensity, 
£■#. J ^ y X *  Brill proetdiirt f n  wemdtast-ad as in. pr#~ 
la addition to %'xm problem of giwi
Y-
p o e tie  ataonanoo mad a ll it e r a t io n  bp  main- 
t&tna&ew.of a p w *  of tone, emphasis w m  foeueed
on aoMwing a resonant and blended ton# wten a wi
rang# of pliok, vol m m  .and to# e&p
87
2m
on use of or# a*
miru
KrntX&h Sir 
Bidding the oi 
And, pressing n
And see the
stood for M s  flag.
Parliament 'jnrtngi 
troop unable to- stoop 
€ flourish and honest folk droopy 
the® along, ftfty~score strong,
gentlemen, singing this'song
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0o4 for KXng Charles! Pya asd such carles
fo‘ toe ftewil that prompts 1 sb their tre&a&mua parlesi
C a v a lie r s  u p t L ip s , fro m  th e  c trp *
fiend* fraa* the .pa* try*. tmr 'bite m r  tmk#’-s:np
fill yon*r«~~
.Earehing along* fifty-score strong, 
d r e a fc -^ & r te d  g e n t le w * * * , s in g in g  fch ie  s o n g *
to h e l l  * s M  him k n e l l *
Serve H&sslrig*. Pienne&t and jour Harry as mill 
E n g la n d , g o o d  “c h e e r !  R t^ e r t  i *  n e a r !
Kentish end Icy el lets „. keep- we not here*
Marching along* f i f b y ~ # o c r e  strong* 
dreafr^kearted s in k in g  £ M e  eong.1
fh e n *  Hod f o r  K in g  C b a rte s ii Pyt» end h i *  s m a r ls  
fo toe fftnril toefc'prioic* on eneh pwetile&t earlee!
M d  by the right*. you*11 dct&la y e w  mighty 
So enward to jBSttlntfiM* fresh, f o r  the figbt# 
g £ re t*  we a lo n g *  f ! f t y ~ » o c r #  s tro n g :*  
Great-hearted gentlemen, singing this songl
.Sgfet 1  f e S M  f e  JsSL * traditional Irish Ballad
W h i l e  g o i n g  t h e  read, to- *.«e@t A t h y *
Hhrropt Bhrrool
W U  going^lS road to sweat &tftyf. 
hwroot ||wroo;l
k m i l e  gaiSF* tlsi” r e a d  to g w e o t  & t o y *
A a tick. in. my tend m &  a drop in my eye* 
d dolefttl &aMel I heard, cry* 
f Johnny* 1 h a r d l y  knew ye I 
With dr^ tsne .and mans &n& ffiEj** and. Ammiu 
^be eheyy fte:s.riyfTetr ye*
Hy dSriink de&r* yon Xo6k *o ouev-er*
*lhero are your ey*g tftafc looked so mild?
- 2IBIZEE* ..Hmrroo I-
Where are: yo’Sr eyes that looked #o slid?
ggeseagt ssssat
toera «r* yenar eye* that looked §o mild 
@h*a my poor .heart you first togniledf 
^hy did yens run from m  m 4  the" child*
Odx* dohnny*. 1 hardly knew y*| 
with drms, etc.
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•inhere are the lege with which yon ran? 
Kurroot Hurroo j
W e r F W e  F h e 'legs with, which you rant 
fjyrrool Hur root
Were**ere^tEF'Tege with which you run,
When you went to carry a gun?
Indeed, your daneing daye~are done!
Oek, Jo tony,. I hardier Jcnew yet
M M  Mm®* «*<*•
*Tou haven* t ea. era and you haven* t a leg, 
"Hurroot Hurroo t
xoFlmven^T^iT'arm end you h a v e n H  a leg, 
Hurrooi Kurfoot
*Ws* and you haven* t a leg, 
yea*re- an eyeless ., noseless f ohlohenXeee egg; 
Xoufll tore to be put in a bowl to. beg;
Och, -Joisfmy, I hardly knew yet 
with gune* eto*
*!*& happy for to see you hope.,
Hiirnc o f Karroo I
SSpuy for to see you koe-e 
gyrrooi llucroo* 
lTmewHsi>p-y .for to too you home,
All froiB the 1 eland of S-ulloon,,
So low In flesh, ©o h i g h  in bone,
Och, Johnny, I hardly knew y@f 
Wi|h gtms., etc*
#Bnt sad && it is to see you so 
gurrool Hi ,. .
l u l c S  a? * it if; to see you. sc,
Hurroo1 Kurroot 
luFTSc. asTTFTs to s«e you so,
And to think of you as an object of woe,
Xour Peggy*11 atil3 keep ye on as her beau; 
O o h ,  J o h n n y ,  I h a r d l y  t o 0 0  y e l
’tilth 5 £ H £  M i  I M i  JIBM Mil iGBt* 
the enayy nearly ffl-lew ye,
By darling dear,, you look so o,.ueer«
SsjH «SiSM, I M m i s T ^ S k  jcs.i
S' 3MJJC J&i - Arrm««a.
tfcesre*# a wits of galloping ower tea hill 
tod the tomtettam** hors rimghi merry and shrill 
See here they ®mm with a m e t  Hulxeol 
Hounds a d  horses and tozttamea too <
Salleplng* .galloping, galloping, galloping, 
0s&l#pifig# galloping, lolloping by, 
fa# heraem traqpleS fhe .founds they bayi 
the ridwi watt art aearlet and gay*
*Ho tharei Tewgeteri11 the him%$n®n cry* 
e#ay have you m e n  the fox .go by ¥ *
$«JXepiagf galloping, galloping, galloping, 
^aXleping, gallopis-g, galloping byt*
1 look as stupid as 1 earn be* 
tod newer a mord do they get fsrew me* 
tJmtil in anger they shake the. rein 
tod start the rollleking tasttt again
for would I he"tailing t h «  ^ m'** m t  I 
That t saw the fox go warily by,
Semrily panting^ ., w s  and spentf 
$$wX4t X he- tolling the way he went?
Hoi Hot it
-•*
Pre-m&ntikt ion * fhe ebo-reaes of the first two 
seleetioas were written on the felamkbomyd* fypemritten 
eoples of the third were g%rmn out to the group*
B* toalyala of the .problem* fl® director explained 
that each of these poems offered opportunity for drill in 
mtttado and deoreeoendo in that they mould be tasde dee**, 
oriptiwe of sounds heard first in the far dl^t&noe and then 
©loser at hand*
In the ebersis of Marchings lloag* the group w m  asked 
to imagine the army to W  heard, first in the diet arm, grad
dotting near,passing, an&f inaliy dying away in the 
i1Stance again.
The same procedure pas indicated for the chorus 
describing /the parade ip selection (£} and the noise 
of galloping horse hoots in selection (3).
&tlil• the refrains were read in unison with 
the eapfcasie on maintaining good voice quality while 
using crescendo and decrescsndo.
ISO
lessor sa
AIM:
To give drill in nasal resonance.
MATERIAL:
*• A Mwiam Song (Extract) - Willia® Allingh&ss 
Swing, Swing!
Sing, Sing-
Mere! ssjr throne, and I a® a Ming.
Swing, ling!
Swing, Sing!
Farewell earth, for I*® on the wing.
Whitechapel (Extract) - Eleanor Far jeon
The little Whitechapel la ringing its hell,
All day long
With a ring-a-ding-dong.
But what ah© is ringing for 
Mo one can tell*
Ana that*a my song 
With a ri®g~a-ding-dong.
3. Muah-a-ba * traditional
Musba-a-ha, Birdie, Groon, Croon, 
Musha-a-fca-Blr&le, Croon,
The sheep are gone to the siller wood 
Ana the sows are gone to the broom, oroom,
Ana Its braw milking the bye, kye,
And its braw milking the kye,
The birds are singly, the bells sire ringing, 
The deer come galloping by, by.
A. Spin, Lassie, ffpin-L&dy Straokey
Spin, Lassie, Spin,
Am ewem thread and thin,
From this fleecy wool of thine 
I mould haw© a plaidie fine.
Spin, lassie, spin.
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Spin, lassie, spin,
An even thread and thin*
Bine and green ay plaid shall he 
And all lads will envy me.
Spin, lassie, spin*
Spin, lassie, spin,
And even thread and thin,
When I’m in ay plaidie dress
I*IX kiss the lass that I love best.
Spin, lassie, spin.
§• Fifteen Acres (Extract) - James Stephens
1 cling and swing 
On a branch or sing
Through the cool clear hush of morning, Oi
Or fling my wing
On the air, and bring
to sleepier birds a warning, Of
that the night’s in flight I 
And the sun’s In sight!
And the dew is the grass adorning, 0!
And the green leaves swing 
As I sing, sing, sing;
0p by the river,
Bows the dell,
fo the little wee nest.
Where the big tree fell,
0© early in the morning, 0!
These selections were chosen for drill on this aim
because they are poems in which the nasals play a most
important part in the beauty of their sound;
PJIOOg&Ung:
A. Presentation, typewritten copies of the selection 
were given the class.
Analysis of the problem. It was pointed out that
i m
the musical quality of the nasals adds great beauty to the 
tone quality of the group when speaking together* On no other 
sounds Is it possible to obtain a more reeommt and harmon­
ious tone from the group*
§♦ Snmlysis of the seleotlone. The prevalence of the 
(»)  ^ Cn)# end <V|} in these poem® was noted* It 
was pointed out'that because of their great resonance, these 
ere favorite sounds with poets, particularly In poems There 
the chief poetic value i@ a musical quality* To realise 
the full beauty of such poems It Is essential that- full, 
nasal resonance be given.
It was noted that nasal eoimds in initial positions 
have less resonance than those in medial positions, and 
those In medial positions hare less resonance than those In 
final positions. It was pointed out that where poets use 
nasal sounds as a device for securing musical quality, they 
choose words with nasal sounds in final positions and us­
ually place them in accented positions where full tone value 
can fee given them* This was Illustrated with m.\m words m  
■Swing,* ■slag,* "throne,tt"king,11 and *wing#* from the first 
select ion; "croon, * "broom," "singing," and "ringing* in 
the second; "ringing,*' "long,M *rlng«a~&lng**do»g* and "song*
from the third; "spin,* "thin," "thine,* "fine," and "green" 
from the fourth.; and "cling,* "swing,** "sing, H "morning," 
■fling,* "wing,* "bring," "warning,* and "adorning" in the 
fifth.
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Tlx® group was warned of the effect on the fre«ruty and
clarity of the group ’tone of the substitution of the nasal
{n> for the nasal (vj) in words like- *ttornlng-f 11 *a&0rnlng, * 
•swinging/* etc.
tx. Drill. The selections were read in unison with 
the group striding to ashler# pure nasal resonance and a 
blended and musical ton# quality*
LISSOM m
AIM:
' Primary.
(1) To drill on pitch variation*
<S) To drill on intensity variation*
(3) To drill on tempo Tari attorn*
8. Secondary*
U) To drill on pace and accuracy In articulation.
u m m z M L t
feather - Thomas Hardy
f M i  is the weather the cuckoo likes.
And so do Xf
When shower# he tumble the chestnut spikest 
And nestlings fly?
And the little brown nightingale Mila hi a h m t f 
And they sit out aide the *Trayeler * a Heat , *
A M  maids e o n  forth sprlg^uslis* drest*
And eltlsms dream of the South and West*
And so do 1.
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This is the
iind SO' do X#
beech®.® Grip la browns and duns.
And thresh end pin
Add M U * M 4  tl&es throb, throe on throe #
And we-A&ow rivulets overf I.w
Ana- dr ope on g&t e-berm hang la- a row,
M  rooks la families boarerard go,
And so do i,
f M i  po€s m s  selected because the contracting
of Its two stanza® offer a hasi® for ss-ore 
1-sotyiiesX drill Is the use of pitch, intensity and tempo;
regularity of the metrical pattern and 
and brisk quality of the words used ask© It a 
useful poem for review on pace and accuracy of articular
TOClMiK
■s of the poem
were asked to read It through
on the manner in which it
were given the class 
silently and 
should be interpreted*
B* Analysis» It was noted that the prevailing aaood 
of the first stansa is ray in Its description of light 
shomrsrtl^hting&l©® and maida in aualtn., demanding a 
fairly high pitch, light Intensity, and & quick and lively 
tempo. The prevailing mood of the second stanza la Bamh-er 
and melancholy In Its description of dripping trees, and 
overflowing stream®, demanding a prevailingly low pitch, 
a stronger Intensity and ®. ©lower tempo*
It tai fur%k®r noted that the regularity of t m  
jxiltoti demands that emrj T O d  be preno-tmeed. 
la order to the rfeyttau %r*v$ syllable la
word# like *he$uga&let w telg^tlngale, * T^rairelle.rs^  9 *oiti- 
seas,* and "families* must he sonm&ed in order
to grim the correct number of accented and. uaaoeented eyl** 
l&bles to tea line* It m s  fur tear rioted teat the g^letj 
of the first ntmise Is a c M ^ e a  largely through the use 
of Bnoh crisp sn4 brisk ».itg an "little.,*
•outside* * *«ills#»ef * etc * f and teat they asu^ t he sounded 
with neatness, lightness and agility* In tee second line 
of tee second stands it m s  ‘noted teat all of tee accented 
words h&ufn with & plosive end teat firm attack there would 
aid in securing unity. In the fifth line of the &&&&' 
etnas* It m s  noted teat the combination of sounds m&Mmb 
light articulation difficult, .and that there must he e 
eloping down In pace In order to give full valua to the 
sounds .
C« firljl * The semsti** voices spoke the first stsaft*, 
the .non the second* The poem wme then read, as two-part 
study., tee attempt being made to secure a prevailingly 
high plteh, light Intensity, and rapid tempo in the first 
etanea; a prevailingly low pitch, strong Intensity, aod 
slower tempo In the second*. and to' preserve the perfection 
of tee rhythm by putting In every sound*
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continue drill on the fsrimary atas 
of the proceeding lessen*
B* Sseon&arr* to give drill in
H4L:
for drill on
seem to
©f its 
in TOioe
given ^te gro^> for silent 
8* Analysis- It m s
end
use of
to which the r l w  is described 
stress fall of ’•laughing shallow® end *■
phr&s® *000! and altar** 
fcsyn&te sf the stanza and may he said to be descriptive of
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the general tone of the voc&X work ea well as of the river 
the lines.
Under the crag here the ou^el 
And m e  ivied well where the church **«&»,
were seen to ask for a 
describe m e
lively tempo as 
the stream.
of *th®
town in its murky cowX* and Its •wharf and
JC.'C*'
hank* aeess to ask for a lower pitch. iter 
and foul* sets the keynote. An increased Intensity 
decreased tempo will aid In ingesting the 
with which the sXttgagish river now moves.
f and a 
force
barker and darker the farther- X go 
Baser and baser the richer X grow,
cltoh within theseem to ask for a 
range met for the at&nsa.
In the third staftsA the phrase * strong and free* gives 
the due to the characteristic ton®. The pitch is gradually 
rising as the river discards the filth of the town and 
*eletmmm  its streams. * The intensity is greater as the 
river moves with tremendous force and power out to the ees.
The tempo is quickened on the opening lines descriptive of the 
sudden release of the water and the hurrying force as it 
surges out to the sea. In the last X in®s there Is a suggestion
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waters of
intensity, and & slower
for work la resonant
noted la eor&e Xi&# *co©X, * "pool,» * # » n.
*
m *
* *hsyk * *ge * mi
resonant sounds an* 
s t r e s s  lit
sew,* # strong',* 
of which contain
and t l
the second and both reading the
ia reading of ▼srl&tlott* la
for a resonant
UESSOS H
fo continue drill os the 
Xeesosu
gL'tmm of
(Extract) - Edgar Allan Poe
& m &  the el edges with the hells,
■tllrer hell*!
Wh&t a world of merriment their s&eledy foretells!
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ey ttn&xe, 
the icy air at 
the stsrs, 
the heaven®,
foretells*
f© 19Mt- 4he fixate
©t terror * now* ttietr 
of night 
sctroeft ©tit their 
srnoh terrified, to
In m
$ ttme
monody
In tit© 
How ©a 
At the of
tat©
% l a  Rsteri&X was 
ten# demanded in giving the fnXX 
t&© descriptions of the different
In
to
of hells,
A,
for silent
©oplea of the poem were 
and analysis,
It Wm$
by their description of e I l w »
fhe first 
and prevailing high pitch* 
v«l«ii to the
pootoear
to
tWlll* 111 th@
slower* swinging 
and consonants was
as they ^scream out
here as the terror 
last stei
a t0
0; rise in pitoh
a x«&a$n
of
Jassos of a 1 
C* Prill. The poaia 
study* The womtifft' light 
women * s dark voices road the 
read the first two lines of the third stanza 
by the wo®enfs voices, for t!
read tha first st&nsa* the
'S V'e**»
of the rfcansa*
was upon In pitch and tsisoo.
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LE31
To glvs firlll in
I  *•'w  MSmr#'*** i'*w * $
Will you net stay, 
Put tip your caravan
Xf 11 give jrou 
be my guest,
M l
A
bow to
Little
Fee toon you
f you old gypsy,
Last night in Borne t 
Moaning, and in tbs crush 
M t r  Faul1^  dome I 
Under Paul*® dial 
You tighten your rein* 
Only a sioment,
And off once .again*
Off to ffoaie city 
tew blind. In the 
Off to another 
Sre that*a in the tomb,
Time, you old gypey *&&&> 
Will you hot stay, 
Put up your caravan
lust for one d&yt
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fills poem was chosen for drill on this aim becaw®© the 
brevity of It® lino® give® opportunity for introductory drill 
on unity in the use of the breathing pause.
m o m s w m z
A. Present at Ion. Typewritten -copies of the poem were 
given the group for silent reading and analysis.
Analysis. It m s  pointed out that group speaking, 
like group singing, demands that there be uniformity in the 
use of the breathing pause.
It m e  further noted that there sre two important con­
siderations in the nee of the pause for breathing* One Is 
that enough control must be exerted in the expenditure of 
air to permit a sustained, tone from one pause to another; 
the other Is that breathing pauses must not be introduced* 
where they might destroy the continuity of sound that Is part 
of the actual sense of the words.
It m m  noted that the length of the thought units in 
tills poem are such as to allow pause for breathing at fairly 
short Interval®.
C. Brill. The group decided to begin the drill by
pausing at the end of every second line. After a few readings,
the pauses for breathing mere reduced to every fourth line.
the emphasis' In practice wa® placed upon maintaining a sus­
tained. tone and achieving unity in pausing for breathing.
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m w m n  m
AIMS:
(%) drill on natural* tlessal style*
CeJ drill m  the ndiiutlctt of emled iM@ery*
(l) %  drill ®n elln&g and entl~eXis&x in nmr^ -.tl&n,
~ feskel tJadeay,
diaries the Med* m s  a king and & wonder* 
fils eye was preed* &&d hie void# *m  thender*
Me &#pt hud linmm in a nemetrsms dsm*
1# fed the itet on Chrteti&n i m,
Mantel mss the <§hi&f hire a man af the land.
1#. stirred np the smeis in the paX&ee bend*
Ms S H b m M l  mtllmr * B® la the eosl,
And feniel kept a~pr &yimr:•— ■*lord ttte agr seetl** 
Daniel tept s~*prajrtngt —  ®i-erd s&?s my m n 1 
Daniel kept 3*»*pr#yii*gi~.~ *t*np& s*ee uagr eonl
* *  
*
Mantel w$s the butler, sealer and swell..
1# rm tip stairs« He en&aered the hell.
And he w&%did let %m eheevttr earn a-eallSng* 
$*£*$* so Wjr, semsps so appalling.
•Old m e  Aheb leeves M s  -easrd*
Stlsha end the hears ere ^-waiting the yard* 
Her* m » s  fhraeh and M s  snakes ®**m£ling* 
t^sre cso^ es Oein m$ M s  m%fm a-nalllng. 
dho&Mh* s^ eeh&eh sad Abednego far tea.
Here ooiase dcn?ih | M  the wtale,
And m g  f&^l
Sire eonea Ot. Feter and M e  fishing pele.
Here oo^ ee. *?udas &md his sHeer tag.*
Herr ream#eld .SeeXsehnb «-©siting*
And Oaeiel kept a-pr^jlnr ‘ - - *1 ord ewe sqr af«l* 
Jtaddfc. kept --%*?& ’- ** »*
Meats! kept*- arraying my em&.
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Christian and
m good hard 
j ha
4S#Sd Old 
*
la
awe m m
was a
an
Hll a ,
b m a #t*ts> on
#a
w  the
If# him* *»
^nlel did not 
[id not err 
0m looking at 
said to
th#
m #
i#l
tod 
tod £ ©i
of 
ant ©f 
out of 
b&rlus isid*-~*&em*re a
bariua a
tod gas# M a  his Job again,
tod  g&v# m m  M s Job again,
tod g&v# him M s  J
an ohlid.**
i m
This poem was chosen for drill on these alms be­
cause it is a dramatic narrative no ©a containing 
many slnor *pealts* * yet moving toward a definite 
Climax, told In a staple, natural and conversational 
style, with & vivid sense of the picturesque in 
imagery.
PBOCEDUHE
A, Presentation. Typewritten copies of the poem 
were given the group for silent reading and analysis*
B. Analysis of the Poem* It was pointed out 
that this poem is in the form of a conversational 
narrative and should be told in a manner much nearer 
to the conversational than Is demanded by the lyric.
It was seen that its style resembles the conversational 
la Its frequent pauses and short sentences, and also 
In the varied nature of its inflections, the interest 
here is primarily that of incident and character 
rather than of musical Quality. Swiftness of pace 
and accuracy of speech with vigor and humor are re­
quired in such a study.
lit
At the same time it wss noted that the story is told 
f & m  the point of view of the Msfgm# Therefore its imagery is 
both nslwe and picturesque* Such do tall® as th* description 
of the oddly assorted collection of visitors, the metaphor© with 
which the young sweetheart Is pictured * the imitation of the 
roaring Ilona, demand a .vivid realisation of individual Images, 
given with as entire lack of sophistication and inhibition*
It we® further noted that the nosm Is full of dramatic 
climaxes, £ach sequence of repeated lines constitutes a min­
er #peak* in the poes. In addition there Is a small climax 
In stm%& three*
here m m m  donah, and the wh^le, apd the sea.
fhe major ellm&x comes with the excitement of Bari us* 
m z m m &  §n& the lion©1 answer, followed by the triumph -and 
delimit at the release of the prisoner* The lines which end 
She poem eoMtitattrea imti-olimpx In their practical and 
everyday solution of the situation*
£• .^ran^ement o£ ^ e  £o®. the poem wee srrmged ** 
a cumulatire and sequential study primarily. A ©mall group 
of three voices took the lines which give the general narrative* 
®ole voices were used for Daniel, Bar I us, the Mother and the 
third stanza were given in sequence by individual voices* On 
the lines,
im
i
come® m iI the whale, &S& the ess-'
secumil ^tloia of to lees was used. In the repented lines in 
stanse® one and two, the first line was spoken by the
narrators and the soloist; on the second the women's voice® 
were added* end on the -third the tienfs. Ttm first throe lino® 
of stansa six were spoken by throe group® of ^oaen*® voles® 
in sequence; line four was spoken by the women in unison; line 
five by the entire oho rue. the lion1® line® were given by 
the sen*® wo leas. In stan*a nine the 11 m m  beginning **go chain 
the lions down** were given cumulatively by the men. In the 
last stanza, sll the to lee® reed the first line, i- a a®& 
dropped out on the second, the m a m  on the third, leaving 
the narrators to speak that line, this procedure was revsresd 
on the next three line®; the m m m  effect we® weed on the newt 
three; sitd os the last three the ©ass® device of dropping 
voices was employed,
B. a e m .  Or 111 3J» so complicated an srrcngeisent a© 
this demanded close attention to *pt®k~up** m  the voice a were 
added or subtracted. In addition the drill etaph&si&ed easy, 
conversational tone, vivid realisation of individual picture® 
®nd close attention to cl lm&x and anti-cliBax.
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k m t
To give drill in the essential elements of successful
x m
group speaking: Cl) mastery of rhythm and meter, (2)
precision and uniformity la articulation* (3) light 
flexible utterance* (4) control of tone and volume,
(5) blending of voice quality, (6) flexibility In the 
use of pitch* tempo and volume, (?) uniformity of 
phrasing* ($) a sense of climax in narration. 
iAftlOAU
tarantella - Hilaire Belloc
Bo you remember an Isa Miranda?
Bo you r©member an lent
And the tedding and the spreading
01 the straw for a bedding
And the fleas that tease In the High Pyrenees 
And the wine that tasted of the tar?
And the cheers and the jeers of the young muleteers 
(tinder the dart of the vine veranda ?)
Bo you remember an inn Miranda?
Bo you remember an inn?
A M  the cheers and the Jeers of the young muleteers
fhe hadn41 got a penny
And who weren't paying any
A M  the hammer at the door and the din?
And the hlol bopi h&pi 
Of the clap
©f the hands to tee twirl and the swirl 
Of the girls gone chancing,
©lancing,
Bane log*
Backing and advancing,
Snapping of tee clapper to the spin 
Out and in—
And the ting, tong, tang of the guitar!
Bo you remember an inn Miranda?
Bo you remember an Inn?
Never sore,
Ulranda,
Hever sore.
Only the high peaks hoar,
And Aragon a torrent at the door.
80 3sound
In the mils of the halls where falls 
The tread
Of the feet ©f the dead to the ground; 
Mo sound;
Only the Boom
Of the far waterfall like doom.
this material was chosen because (1) its pre­
dominating poetic value Is its Imitative rhythm; {2) 
its rhythm is lively, demanding agility in articulation
(0) it Is predominantly light in mood* demanding 
flexible utterance; (4) It demands control ©f tone 
and volume;<S) its use of assonance and alliteration 
gives opportunity for blended voice-quality; (0.) it 
givesfopportunity for wide variations la the use of 
pitch, tempo and volume; <?} it glv^s opportunity for 
drill in phrasing because It has sustained thought 
over several lines; the proper observance of the pause 
Is necessary to both the metre and the meaning; C8> It 
moves toward a definite climax.
A. Fresentmtien. typewritten copies of the 
selection were given the class. Since appreciation of 
this poem is largely dependent upon an appreciation of
its Imitative rhythm, a poetic factor that cannot m
2 m
through silent reading* this poem wag read to 
the eUis by the director before discussion was initiated.
B. Analysis of the poem* s meaning- and background. 
Glass discussion brought forth comments on the nature 
ef the Spanish folk dance* the Tarantella* it® light 
btilek movements followed by slow* gliding waits steps*
1% was noted that the characteristic musical accom­
paniment la the guitar and the ©as timet. The story with 
its implication of two lowers meeting after many years 
to- reminisce was discussed* The peculiar appropriate* 
ness of the poem to the present Spanish situation was 
commented upon. It was agreed that In interpreting the 
poem all other elements should be subordinated to the 
prewall lug rhythms.
toalysia of the poenls form* It was pointed 
out that the first statists Imitates the rhythms of the 
Tarantella; that the spirited tempo suggests the 
pinching of the strings of a guitar and the clicking 
of tbs castanets; and that there is an abrupt cessation 
of guitar notes at the end of the first sterna and a 
sudden change to the somber rhythms of a Death March 
In the beginning ©f the second. It was pointed out 
that the basis for affecting variations In timing would 
be the change in the nature of the rhythms wnich the 
poem Imitates. It was further noted that the change
m i
th« dance movement from staccato to legato could 
be detected throughout the first stanza.
o- Preparation for speaking. <1) gtoSte S M  
meter* Burling & rereading of the poem by the director 
the dees made a physical response to the prevailingly 
quick tempo of the first stanza and the prevailingly 
slow tempo ©f the second stanza by marking the time 
with a light movement of the hand. Attention was then 
called t© the fact that, in addition to making an 
effort to cay the first stanza rapidly and the second 
•lowly, the reader would be aided if he recognized and 
observed the change in the quality and quantity of the 
vowel and consonant sounds which prevail in the two 
stanzas. In the first stanza voiceless consonants, 
particularly plosives and affricates, prevail in words 
like •cheers,* *hipl hop! h&p?* etc. In the second 
stanza, voiced consonants, particularly liquids and 
nasals, and •long* vowels and diphthonge prevail In 
words like; •door,* •more,* •wall,* *hall,* *sound,• 
•doom* etc.
it was further noted that the subtler changes in 
tempo within the first stanza♦ corresponding to the 
dancer's variations from quick, sharp movements like 
stamping and hopping, to slow, waltzing steps, was 
accompanied by a similar shift in the quantity and
m m
quality of the sounds employed. Two lines like the 
following served to Illustrate the point:
And the sheers and the jeer® of the young muleteers„ 
(Under the dark of the vine veranda)
fhe first was noted to he full of voiceless consonants 
and affricates, the second full of long vowels, diphthong® 
and voiced consonants, particularly nasals. By voicing 
these lines In unison It was seen that the Quantity and 
Quality of the first permitted light, qulex utterance, 
and that the second Induced slower, smoother speech.
(g) Articulation, the need for neat, agile artic­
ulation of consonants in order to heap pace in the 
first stansa was emphasised. Preliminary unison drill 
to achieve simultaneous attack In order to avoid blurr­
ing was held on those words where vigorous attack is 
most necessary, these were chiefly the words making use 
of the plosive: •tedding,* "spreading," Hasted,® "cheers,"
•Jeers," "door," "din,® "hip,® "hop,® ®hap,® •clap,®
£snapping,• "guitar,* etc-
(3) Light, flexible utterance'. It was noted that 
the fast tempo, gay mood, and quickly changing descrip­
tions of the first stanza demand a light tone and a 
flexible tone.
t*) Control of tone and volume. See previous 
discussion.
(5) Blending of voice quality, the necessity for 
pare vowel quality to preserve the assonance of phrases 
like "fle&e that tease In the High Pyrenees*; *eheers and 
Jeers"; "in the walls of the hall# where falls®; "chancing, 
glancing» dancing* was ocinted out. Preliminary unison 
drill on the vowels involved In such phrases was held.
the prevalence of nasals as a poetic device for 
securing the singing effect of the guitar was Indicated. 
Attention was called to the fact that "din,* "chancing,* 
"glancing,* "spin,® "in,* "ting* tong, tang® are placed 
In positions where they receive the metrical stress, de­
manding a lengthened duality which gives opportunity for 
increased resonance. Preliminary unison drill on these 
nasals was held.
(©} Pitch, tempo and volume. The contrasting pitch 
patterns of the two stanzas was noted; the first pre­
vailingly rising because it Is In the form of a question 
and because its mood Is one of gaiety and abandon; the 
second prevailingly falling because of the gloominess of 
its description.
It was pointed out that a greater intensity and 
volume was necessary in the second stanza.
The onesotopoetlc values In words and phrase© like 
"hammer at the door and the din"; "hip! hool hap!®, "clap", 
•twirl and swirl", "ting, tong, tang", and "boom* was 
analysed.
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W  ttolfwlty of phrasing. It was pointed out 
that the sustain#d thought over several lines la  a  part 
Of the technical fluency of the poem and that breathing 
pauses would need to he carefully observed. Preliminary 
unison drill in speaking the following passage without 
a break was held;
And the cheers and the Jeers of the young muleteers
Who hadn't got a penny
And who weren't paying any
And the hammer at the door and the din.
for sustained tone in a passage which moves in a mount­
ing crescendo, the following. line® received preliminary 
drill:
And the hlpt hop! hap I 
Of the clap
Of the hands to the twirl and the swirl 
Of the girls gone chancing,
0lancing,
Dancing,
lacking and advancing
Snapping of the clapper to the spin
Out and in
And the ting, tong, tang of the guitar-*
The use of the pause as a part of the metric and sense 
pattern was discussed, fhe fact that the first stans* 
has practically no pauses, except where they are demanded 
by the speakers for breathing, was contrasted with the 
last stans* where the pause is a part of the metre and 
the onomatopoetlc effect, i.e.:
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So sound (cause)
Only the boon (pause)
Of the far waterfall (pause) XlKe doom.
t&l Qllaax- It was noted that the first atansa 
moves with increasing intensity to the line *tingt tong, 
tang of the guitar** the second st&nta builds to a second 
and acre powerful climax on the last line*
®* Prill* The poem was spoken in full unison. An 
attempt was made to secure unison In all the elements 
under consideration*
2m
£» miL L  FROCS&imE FOE &PXHIP B
(1) General Practicea &nd Procedures » Because of 
tte fwfc IW  the drill |nroeedure for t>romp B did sot 
differ materially fro® th© methods commonly used by speech 
educators today in towelling fundamental epesefe. skills, It 
la not thought necessary, to outline this procedure In 
detail.
Brill -procedure for t his group was conducted on the 
basis of individual acooapXlshiaent * Hee.it at .Ion periods 
were- occupied with giving each student individual preetlo* 
msH crilieii®* When group vocalising of any kind w m  done, 
it was to facilitate and expedite drill on voice quality, 
articulation or flexibility. Its aim wae to save time in 
giving preliminary drill , and it was in no sense an attempt 
to achieve a unified group response*
The material for this group was ail chosen on 
the basis of suitability for individual speaking. Fw-*
M l  drills were- in. pros©,, and so worded as to approach 
the natural and conversational in style as nearly as 
possible. Students were urged to select for their own 
recitations material a drawn from their own reading! ear** 
rest text-boobs, «agasl»© article®, collateral readings, etc.
Brill procedure for this group was direct. Each
«ss presented with, the apeolfi© aim of Improving 
the individual*® articulation* voice qualify or flexi­
bility* At all time# emphasis was - planed upon the u m  
of the material at hand as a means toward the &equis*i~ 
tton or fundamental speech skill a, rather than on the 
presentation of the material as an end in Itself*
The order la which this material Is pre&snfsd hers 
la not* lit all eases, the order in which it m s  presented 
to the ©lass* Work an art isolation* voice quality and 
flexibility was frequently ©on&aotsd simultaneously* Xa 
broad outline, b e m e r ,  the unit of wort on articulation 
was presented first* the unit ©a- quality, second,
and the unit on flexibility, third* fhe material is pro-* 
seated la this order here for the sake of organise at ion *
Furthermore a great deal more material was presented
04.in ©lass than Is hmrm ift&tasted* The drill©4'~ presented, 
here -are merely illustrative of the type of ©xeroie# given 
to the ©lass*
Pa
‘ This drill material is either- taken directly from* 
or adapted from, or suggested by the drill material in 
0* W* Cray and 0* M* Wise, Bases of Speech*
(II) Lesson Units.
* T jf*? .1 T•' "• W
•kg #  ;;w i  A Ju :- : LvW-' ••■£■ ^  ‘ *'■••
l.r^ r^  tf* • '.r ^  A  «*■
:&Xfo
to drill am clear articulation of certain single 
consonant# ^fhlob are frequently omittedf substituted 
for by another sound, or improperly mad©.
brills aaktng use of t$m 'following eonaonants wore
used!
1. Plosives (p) # (b), (t), <d)# (k), (g).
5. Lateral ~ (1).
Hasals - (»)* (n)? f>j).
4. Palatal fricative — (j).
S* ■ friotloalees continuants - («), (A\) *
6. Fricatives - (03, < $).
?. Letroflex flapped. *• (r>.
m o  CEmjRF:
FaeL drill was preceded, by practice on the sounds 
individually until the members of the class understood
the problems In forming the sounds correctly, 
brill X. (p), <b), (t)t <d), (k), <g5.
Ihe sea^ere of the alas a were a,shed to practice th 
following exercises to develop muacular energy in the
and tongue*
sip 9 0 p Bmp sm > 0{)Q1)
mlb sob m-ab ■ iT; iib naope
nit not n a t n u t n o te
rid rod r e d ru e rode
®lk wok wuk w uk w k &
mig *og s a g m ug m oag
Peachy pay, baby, boy, make, toy, dote, dub, keg, 
coy, g»te, go*
1* Peter Piper picked a peck of pickled peppers.
P. Tootle-tootle-tQetXe-t wo *
4, i  big black bug bit a big; black boar*
0* Tim tickets to Tooting take two tens*
6. Doctor Pepper tsked a token*
T. Twice tteee two *
6 ,  Xiss b o - I C l i s b e X  k i c k e d  M s  k i n s m n * ®  k e t t l e *
9* a blue trip slip for an eight-cent fare 
h buff trip slip for & six-cent fare 
A  pink trip slip for a tp.r^e-cent fare.
Punch brother punch 
Punch M t h  care
Punch In the presence of the passenger.
10* Ge-se cackle, cattle low, crows caw, ooekis orm?*
11. Palsy dealt a dainty deal and danoed a dippy doll*
*1. Alsxan&er Hamlto# m m  an iatporfcant figure in th«
fl^saa# 0# early
J . /’■ •. ' t ' v ■
f* l» insisted he Is # ! •  to to the work himself,
m  1 I H  met myself any further#
* ? ?
M# this Is a self-help grocery which I am running »y~ 
self#
4# sires played in the span grade#
8« tfe tressed the ferry at Melville*
S. Early to feed and early to rlset stakes a man healthy, 
wealthy, and wise*
fhelaa*s hair Is a silvery gr^y, although she Is 
really quite young.
8* Me saved stealthily forward#
8# I me resolved to become store skillful#
10* I had to stop in llelville end have the valves ground 
trill 3* (») end (n>*
the members of the class were asked to read the 
following sentences, making an effort to give full na­
sal resononse on (m) and Cn)*
1# I wonder if Ti» will seem to fee the same calm boy*
2, Gome home with me and I will hem the garment for you
5* Miriam taught ter tame lamb to ©limb trees?.
4*' Calm Sam mad© room for tte btM wto cam# to hiss 
with m teri luck tala, 
i. I ssaaB indifferent to them, but all tte same I liar© 
to ©©nfovm to rules*
6* fte bumble bees arid bumming birds are murmuring 
melodiously*
*?* Alone, alone, all, all alone, alone on a wide sea..
S. Does this t o m  maintain its own light plants 
9. 1 enny said, 1 Funny tew good honey Is when yon are
hungry * *
10* Soon a tiny lone figure moved across tte l a w  and 
m e  gone.
11. fte leaves of tte vine shin® In tte sunshine*
12. Hine doge were having fan with a bone and a bun.
M-rill 3. (eoft*%,) - (vj)
fte members of tte ©lass were asked to read the 
following sentence© giving true reeenaaoe to {Y^ }#
1» Re- made a medley of *¥tere'1 s a Long Long Trail 
A~ winding, * and **3ing Baby 31ng«*
2* Many people are singing or ^felatXing something ttey 
©all 8Swing Music*8 
3* ftere was a rustling that seemed like a bustling of 
merry crowd© jousting at pitching and testXing* Smal 
feet were pattering, wooden stews clattering, little
21%
. tongues chattering^ and like fowl in a barnyard when
barley Is scattering, cut cams the children running*
4t We were drinking cokes and swinging our legs and
thinking about nothing *
&*. Springing Into the air, catching tee ball and bringing
It to M s  ©aster w m  m favorite pastime with Bingo*
/
6* A youngish looking creature was flinging her evening 
wrap about her shoulders with a longing look on her 
face*
Drill 4# (j)
The ©embers of the class were ashed to note the 
position In which (j) precedes {u 5 * They were teen asked 
to m a d  tee word© and sentences In this drill observing 
proper usage of (J) *
new tumi.lt iaeaitude duke cubic
knew tuna substitute dud® cubicle
pneumonia tunic Institution cl up® cup Id
1*. The new voice student sang out of tune*
2* He knew that his not a was due for payment.
The const It ution was written on Tuesday*
4. A new dukedom was created*
5. Tuberculosis and pneumonia are diseases of the lungs.
8. A heavy dew fell Tuesday night*
?. Senior students have one particular duty.
8* The new song is similar to an old tune*
9* An escalator is a new kind of elevator*
10* The student knew the duke int la&tely * 
trill 5* (w> ana {/a),
rise difference between (w) and (*\) was pointed out and 
the class was asked to practice in these sentences on dif­
ferentiating the two,
watt weal
what wheel
war wig
whey whig
wear witch
where which
1* He asked Aether X knew why Walter had whipped whimsical 
William*
t* The weary worried wife worshipped wealth*
3* X don#t know whether this weather will last while onr 
festival is in progress*
4* William whittled and whistled while he waited where we 
left him.
5. The weary wag' watched and wondered, at the women workers 
in the way of the west.
6* The whale wheeled, whirled, and whirred. In the whirlpoo 
T* He whimpered whilst the weary Whig shewsed and whispered 
i* When he whistled the whole crew let out a wild whoop, 
while 'Wharton whimpers- where he lay.
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0. H e  m i r l e d  and h i t  h h e r t o n  o r e s o u n d i n g  o h a e k  w i t h
t h e  w h i p  wiii oh h e  had. with h l o *
1 0 *  H h a t  w h i m  l e d  b h l t e  - h l t n e y  t o  w h i t t l e *  v f o i a t l e ,
w h i 0 p e r p a n d  w h i m p e r *  n e n r  t h e  m i ^ r f  '"her?- t h e  w h a l e  
might wheel ana whirl? 
h r i l  6 •" (0) ana (%) *
T h e  class r e a d  these sentences ettoro:t;.jo\o t o  o v o i d  
the substitution of (t) and (&) for (6) and (%)*
1 .  T h e  t h r e a d  a n d  t o e  t h t o h l e  -'‘e r e  t h r o  a n  t . .r-" • • h  too:
w i n d o w *
2 *  T h r e e  t h r o b b i n g  t h r u s h e s  o u r  t h r i c e  t a r o u o o  t h e  
thick n i g h t  *
3 *  T h r i f t y  ’ T h e o d o r e  t h o u g h t  n o  c o u l d  s a w  tnureo t h o u ­
s a n d  d o l l a r s  f o r  7 h o e d o r a  t h r o u g h  t h r i f t *
4 *  T h a t  t h o u g h t  t h a t  h e  t h o u g h t  v/es fchot T h e o d o r e  m u  
T h e o u o r a  t h o u g h t  t h a t  t h e y  w e r e  a t h l e t e s  *
5* T h e l m a  t h o u g h t  t h e  t h e . t e h a d  c o t t a g e  t h o r o u g h l y  p i c -  
t u r e a o u e .
€* I t h i n k  t h e  thimble r i l l  be f o u n d  i n  the t h i c k e t  *
7 •  O n e  o f  t h e  t h i e v e s  l i k e d  b i o  c o o y  t h i n , tiie o t h e r  
1 lh€U i t  %n1OK «
8 *  T h e  t h o u g h t  t h a t  s t i c k s  o o  b h o r o u y t i l y  t h r o u r n  thick, 
e n d  t h i n  l a  t h e  t h o u g h t  t h a t  t o o t  t.Vo-t t l o f  t h a t  
y o \ i n g  l a d y  h a s  J u s t  . a r s e d  io a  ;• .-roneon.
SKft:-
'■ft#,. fte w&uth had m beautiful aoath and teeth,
10* f y  path to health is mot a waatJh strewn path*
m u  f*
B o  ©lass read the following wstonooo noting tfo© 
position# im whioh th© (r) forme a link between t m  wow** 
ole and m t  1# pronemnoed.
1 *  1  i$ «  W m  m ir r o r  m  th e  w a l l *
B* Mary is w r y  aaral©*# of her ihos things*
Z* Is ssud© no error it* hi# them#*
4 * wo will oarry our own booh# *
i
0* Mrs and mom wo realise the ifspsrtame© of •o*trof*-£ 
ia#at*
4* Harry m U  he would not worry in M s  hour- of trial*
W* It Jm do©s sot hurry tfaa driwar of th© ©or in the
road will a w t r  mah© the fsrry*
3* WO*wo ©.aid ©war i M  ©war that wo would not got in 
a flurry*
§* w# war© wary gay
And we ■war# wery marry 
w# rod© hmk, and forth 
ill might on the ferry*
10* Worry ©m& hurry oaueed Jerry*©. Ulna*©,
the ©lass drilled ©m the following ©antrne*© tste- 
log w w  mot to permit the intrusion of the ©xerasesftt 
linking (r))*
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1# Florida and Louisiana maintain law and order*
3. America m &  China are sending delegates to t'm In­
dia office.
3. The following students are members of Theta Alpha* 
4* The- idea of eating raw oysters with soda and milk 
did not appeal to Hannah and Maria*
6« The man in the yellow tie was hollowing through' the 
window.
imit- ix
AIM*
To drill on clear articulation of certain pairs of 
consonants which form a fremient combination•
MATERIAL*
0rillc making use of the following combinations of 
consonants wtr® used.
1* Voiceless dental fricative and voiceless 
ploel*m - (at), (ap)f {sk}.
2* Voiced fricative and a voiced plosive ~
M K
3. Voiceless lablo * dental friet&fcive and a 
voiceless plosive ~ (£Tfc) *
4. Dental nasal and a plosive - ( »d).
Bi~ labial nasal and a plosive - ( tml). 
Laboral and a  plosive ~ ( 1 d ) *
5. Palata-alveolar end a plosive (Jt).
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procedhki:*
K-aoh drill was preceded by drill on fhez% sounds 
individually and than is combination until the members 
of toe elaee understood the problems involved In m^ 3c— 
lag these sound# in combination.- 
Drill 1. (st>*
The members or the class read these sentences with 
special attention on sounding the final (t) •
promised haste least .greatest forest
classed paste youngest list roost
past pest oldest forced bo o st
last nest taste arrest lost
1* The police #111 arrest the first vagrant they see*
8. She will be last, but not least*
3* The' child clenched M s  flat and face- his tornonter*
4. The lion is the fiercest beast of all animals*
5. k heavy frost 1 ay over the forest *
S . t?ohn placed the list on the table*
7* Don*t waste the rest of the food*
S. The officer thrust his shoulder against the locber 
door*
9. Y o u  must h a v e  p r o m i s e d  m o r e  t h a n  y o u  c o u l d  d o *
10* Anne is my old®at and dearest friend*
Prill 1* (eon1!)
The members of the el ass read these sentences Mth
6* fks rasp in my wbies Is ©auaed by a cold*
whan the wasp Btxmsg her#
8* €an 
t. 1 beard 
10. Unlock
m u i  a.
y «  hands Ilk* 
rasp, then saw yon ■ 
hasp on the
1* Be you like 
2m An #lspkan%*s tusk often
fh© mask looked grotesque In the 
4, I shall ask her to mss bar cam &*
S* Mfiklag crayfish bleeps la a 
6* a flask of win© and .a oa&k of 
the haunted house.
Jafi«*s role# was brisk m  she talked of her task 
@* Snoh an investment Involves too
were found In
trou&X© w m
MU
fke of tli®
gift ##ft
with
of tte final (t) *
4 cite-. J»4t
3. fkeir left a
4
I* fke polle#
3
I* o M  i«i
10.
for
OH tk*
12.
20.
20. Seth the
IB
Of
it
thefts
shopped tin#
h\® Tero are pro-
24. the will rejeet all paper# vith inoorreet spell
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-3,IU- W© only specimens.
IS*. Our ship wee decked with flags whan It docked in.
tom fork, 
trill 4* <od)# t*ft)# Ci&)»
The mmatorm of the ©lass read these drills with 
special attention to the grounding of the final, {d}. 
lead remained hemmed doomed killed:
kind earned ashamed rawed mold
found ordained 'schemed felled howled
1* The of floor maintained M i  oomsaad of the situation.« 
f* Stand behind the door*
,3* Bemind me. to find the hook for you*
4* four demand will astound them*
8* The police abandoned the search for the band of
thieves *
#» The banker assumed that you had redeemed that note.
?* The milliner re-*tri*saBe& the plumed hat*
8* I resumed my work after you roamed away.
0. The hunter aimed at the moving target, and carefully
timed his shot*
10* fhe little boy dreamed that he tamed a lion*
11*. He held all hie old prejudices*
12* We have sold our house and will soon build a new one * 
13* The farmer sold the field he had. tilled so long*
14. The bold Columbus sailed westward.
f* drill certain frequently occurring combinations 
&f t&ree consoi* anta cfaieb give difficulty in articulation • 
SflKKUU
m 3
Brill words and sentences containing the follow­
ing combinations of consonants were used*
1. A voiceless plosive and a voiceless palata —
alveolar fricative and a voiceless plosive - C^ J^ }* 
2 0. A voice plosive and a, voiced pal atm - alveolar 
fricative and a voiced plosive - (<**4 *
3.* 4 dental fricative and a dental plosive and a
dental fricative - 
4* & dental fricative and a bl-l&blaX plosive and a
dental fricative - (spsi*
In A dental fricative and alveolar plosive mud a 
■dental fricative * {$&&)»
PROCEDURE:
These sounds were made individually and then i n  com­
bination until the group understood the pro-bleats involved 
is sa^in^ the three sounds in combination*
Drill 1 frjt).
The members of the group read these sentences with 
special emphasis on saying all three sounds.
pouched beseecfeed bleached hitched
notched *»P«aehed clenched scratched
punched pinched crunched Itched
1 , He matched the man for the money, then clutched it 
and ran*
E, Alice searched for her patched apron*
She switched off the light and Xatche
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other until on© plunged
to the 
0rtXX &« (spa )$ >.
were read 
of the sounds in the eoniM
marts tmrts
S. The baby llspe. othenrl*e he for what he
0* This pleture Interests moBt
0. the cook hastes the »eet# then tastes the grarj 
T* ,1 ohnny boasts that he has tell 
8* the esiioe drifts past the ra:
$♦ This farmer a s w  rests from hi 
10* The estates of jewels end several flasks of wine we: 
found In the beautiful house.
11* Put copies of the lists on all the desks.
12* The hostess Insists that we remove our masks.
beaats In t&eee f o w t i  are very wild.
Wfa pan* trasto at« to deliver all £&««« gifte.
2Ufe» O K  Stool® Tom in®i*tfs t»h*t h» u *  ghost® laot night.
out M e  leefc e © a « ^ # then g m p m
$4^ Wtm x  m t m  «*&»%* eve® of s u m  tasks a
Wl&d ttftft* %&# #CN9W Into big drifts,
3 ^ » m ^ e r  oaks mo to take is© wore risks *
®|*> Amidst fee mists end f Imreewt frosts 
Wife toreet wriets m &  toast g.
So ferue-tt Mo fists against fee posts 
£&£ gtiXX inglet* hm mm fee gtosts*
iitei
- Attention u s  called to ©fees* diff tai&t cosfein&tioiig 
of eo&soiwits fMah -mow more rarely r
fk s  - #&rfe $jjfcfc) - linked
l-^  ^ W  ~ strea&fe Ctot) ~ hoxm€
{apt ) * lisped (dot) - amidst
llpfc ) - tolped impt) ~ tosaped
t bM )  &«fcad {Ivsl ^reeolres
(lkt) -<■ sulked 
fbmm sounds were not drilled on in&lvi&sally tot 
were ©orreeted fegsi errors were asede*
M M i
drill on
) m s  {£ ).
M S  P ) .  
OOOOXO t.M. ) M d
M  learned to
1* Ben waa on 
tor grin, 
f* I
oaphaolo on purity of
itr*
Brim 1. C l J end {£.} 
fto sentences m 
wtth sssptols on Cl) onO (£)
by tl
■of losing bio temper when to ooo
sr, but
ton eenta for t M s
,  1 tore no Intention of 
1 ston1! mention it.
4, tout awoto to find himself in the oooident ward of
t* ffhsst I m m t  in 1
10*
■Mil %+ id} m &  {*} «
t m m  W  (3).
m m m l n
of
^rlte Marion
in:
§* Artlatlc jsamsscriptfc- ham wt&# margins.
not farthe
6* Martha aai Charles drove farther than we did 
Harfc. th® tisse t o m  start ham®.
la the r tsd a oar*
aivsat 
The
carp at the aquarium*
W l l  3* <u) and W  and (a)*
nerd® .and sentences war# read by the group with 
on correcting the confusion between (u) sad <M.) .
room
hoop fool
broom school soot study
1* The broom was used to get the soot out of the worn,* 
i* If you do not go to school# you ®ay grow up to be a 
fool*
5* ffce man wants proof that the m o p  was stolen off the 
roof*
4, Just
5. . ^ ell • the hoop
confusion * 
with the b r o o m handle.
LIMIT V
to give drill on certain w *  el sounds wM.cn are eo^- 
isoaly mispronounced through excessive diphthong!r*g, t h r o n g  
nasalizing* or through faulty format ion.
earn
A* • S i m  the door *ad «tnA with your bach to it*
9* ‘ lay flat on the graee m &  watched the clouds n&ea 
la the shy* - 
.4* ■ W m  4tralixtft handle a oawra ■ In that 
1*. ■ I eaa*t pass my examination In g » i w  oven by cr&m~ 
®iag*
6* Annie eaa*t peel apples half &e feet as Ban e&n* 
f* €m*t the- candidate lal,e a definite stand agalnat gw*"- 
: bling la this campaign^
4* feeton carried M e  e®$ra to California.*
4*. alia# carried a taatot of aetere in her band.
£0* Lada asi 1 m m ®  ran across the ©and*
W u i ,  (3), fer).
these ^  sentences w «  road by .the group with
special e&ph&si a placed upon avoiding dipMbonlslng {3} to 
(3/ ) or- (3d>g #r aging exeeMiwe retroflection on. (cr) re~ 
suiting in the *grewled r#*
were here cur burr
worh heard curb bird
worse hcaree curt Bert'
weret hurt curve burn
1* Heman yearned to see a birch tree In the spring* 
f* lt*a absurd to aaeert certain opinions without proof* 
§.* fhe courteous deserve to be heard*
4* We rehearsed until ttoe for the curtain to rice*
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5* Bert seemed very much In earnest about working his 
way around the world.
6. Your question Is both impertinent and personal and 
deserves a curt answer.
7. Earl asserted that the worse was yet to come.
8. He is a person who does worthwhile work.
9. Turner can hurl a curved ball.
10. The worm will turn.
11* Thirty purple birds were sitting on a curb.
UNIT VI
AIM:
To give drill on certain diphthongs which are com- 
monly mispronounced either through slighting one of the 
elements or by substituting another sound for one of the 
elements.
MATERIAL:
Drill material containing the following diphthongs 
was used:
1. (Al).
2.
PROCEDURE:
The vowel elements in these diphthongs were first 
practiced individually and then In combination until the 
group understand the problems Involved in sounding them 
correctly.
Drill 1. (A.0 •
flse word* m d  sentences in.this drill m r &  practiced 
with special estph&sis on sounding the second element of 
the diphthong*
right bright sblds provide confine
firs style resign civilise highest
tired pins desire knight retire
1# 1 had a fine time riding Clyde** bicycle*
2* yicas-^'^ry ti irtm the genaents before night#
5* When I am tired, I lie on my side to rest*
4# 2 mined my wine colored tie.
S* ?he Fled Piper piped the children ©way*
6.* I rire told that child time and time again not to play 
with fire#
?- I &14nft get good mileage on that tire#
S. Tour violence atsrpriaee it*
2* the style la right but the color is too bright*
10* I shall resign and confine m y  activities to writing. 
Brill 2* ^v).
the words and sentences In this drill were practiced 
with special emphas 1@ on avoiding substituting the
for the (Cl ) as the first element of the diphthong*
hour sound hound. count p r o fo u n d
how brown clouds <3 COWl counsel
howl proud pout crown m o u n ta in
She now p a s s e s the house W ith o u t  S.p€s ta k in g  t o  »
do children to count to
4,
loud eon you ahoutt
ooitaonaista*
group for reading*
on-*, na
which 
the of their
n
to
vl&u&lly. Sis errors were
on the aownde with which he
contained all of 
other led. at ad
were presented In
Mil5»
the aa pas eage& ln&t~ 
and special drill was 
difficulty*
a$s
&rill i*
i This ter»f« work demand® many hours of hard labor 
In Requiring the beat effects. Good ape s&ers breathe.:' 
correctly, use agreeable tones,,, and 4a m %  Mlsprcmounoe
i
such, words as first, land, send, sound, card, next, where— 
as, lists, mine, on, police, reeogpnise, walk*
Drill 8*
Do you remember the dinner we ted at the Inn that 
winter and the incident at the end of It? It m e  an in­
tensely Interesting event mhleh oceured In En&over when 
twenty slender pink rho&odan&ro na were sent to ten thin 
men*
The instant the tempos tous senator would spend- M s
\
last cent the convention would end, and his Influence, 
independent, and eminence would begin to wane*
Drill 3*
1 can hardly resist the temptation to go fishing 
Instead of attending speech classes to learn that I was 
mistaken about the correct pronunciation of twenty, thing, 
relent, and begin. When 1 mispronounced many other sim­
ple words it tempts mj friends to- grin. My former place­
ment of accents, I cannot defend* I can easily grasp 
the essentials necessary to the prevention of long estab­
lished errors, many of which are conventional In some lo­
calities, but I Juat ean*'t catch myself in time to prevent
error as yet. Soon I will get the habit of thinking;.
'• kfea-sifc: food apeeeh abd will 'begin to ask about such words 
met rhododendron and temperamental* I will not recent be** 
lug.. frequently reminded* but will get the keenest satis- 
faction fro® knowing that sqr speech is being strengthened, 
Brill 4*
fbe youthful Eis^eror Luther of England went whaling 
on Wednesday* the tenth of the month, White-capped ware a 
indicated bad weather* but he. entered the whaler whether 
or no*
Just before he embarked, boof-beata announced the en­
trance of Empress Cynthia* thinking Of a long trip* she 
brought brooms for sweeping soot from the state-roons.
Many shrimp mud whales were caught * There , was sing­
ing- and dancing for the guests who were not thinking of 
fishing while other ^tt&s were for whistling* whispering*, 
or whirling.
Brill 6*
fwelve-year-old Ben found the pantry looked when he 
touched the door knob. At first he howled* then became
ashamed of himself* He would not aak for the key* instead 
he schemed to open the hasp of the locked d.'or*. His mother 
heard him invading her realm* A film of anger came over 
her soft eyes* She picked up the key, atepped to the door 
and unlocked it* Ben grinned and claimed he had. earned ut
It?--;
twelve ooe&ie**. Ifto mother kis«d M m  and presented 
eoe&te* m  * gift*
" m m x  6*
the greet old mam etretetod* i t m t  
M s  tends, closed M s  #yes# slept md dreamed that all by 
Mrnself to Mas helped the g*3«toJier, judged titlvt eeMeet **..'■' 
tramped five miles, ktsshed tto corn, killed some wmepe# and 
, finished all M e  tasks,* - M  Me dreams# Me next lifts M s  
loft toad and told# it for tom m&mtm® m  if to were 
lag at a eertaiii task*
Prill ?*
4s am gaged up and. t o m  the ridged Talley, too tkln 
gasping asm dsetod up to us* One do moled M o  fiat and to* 
g m  to ook me if we were going to build. a toms# on tto tot*
. t m  of tto valley* X grinned at kirn mnd Judged M ®  to to 
inoas!#; tot to- seemed M l ?  seered telmmXf. Vtom the men 
looked sway, wo quickly ditched behind m  elm tree mit hid 
emrselwoo*
% o  orated, most Xamgted, eernthhed his heeA* and, screamed, 
*Xbiir et|u&l is «s&toto&* four realm toe. an end* Tom atoll 
to told and Judged* W# otoll tow# you penned to protect 
ourselves *8
The basking to# trasxed at first me he settled on one 
tel? o-f an elm leaff then to ceased # for the leaves' above 
M m  kept off the sunlight and the wind, was cold, The abashed
£58
little Insect dashed around awhile. Then choosing a spot 
he Judged held some warmth, he crept nimbly toward It.
$hem cookies are kept tucked away In a Jar, a hoy Is 
apt to do a left turn and pluck one. Then he ran® to the 
loft to eat the newly baked morsel* Unless he Is adept, 
hie aether Is displeased, and he Is punished.
Brill 8.
He was only a dog— and not a pedigreed dog, at that. 
Reckoned in dollars and cents, the loss occasioned by his 
death was inconsiderable. Rut he was a friendly dog, on 
speaking and romping terms with every child In the neighbor 
hood, and to the tender heart of childhood his death was 
something akin to a calamity. At noon one day he risked 
darting la front of my car and both wheels passed over his 
body. His front legs were broken, but by using his hind 
legs and his nose, he half dragged, half Jerked his 
shattered frame to the curbing, where he stretched out to 
die. School had Just dismissed, and in a very short time 
a solemn circle ©f children fixed themselves about him.
I shall never forget the picture; the noon-day sun shin­
ing down upon a mangled dog; the circle of sorrowing chil­
dren who had romped with him but a few hours before, and 
who loved him as only children can love a canine friend; 
one of the little lads with his hat removed— his hands
r
clasped, quivering lips, and moistened eyes all about; 
truly, a tragedy of childhood. He was only a dog—  
but the gasps and sobs resulting from the grief of
that groDf of children wee InejEprasalble* and* though it wee 
no tmxlt of nine* I felt strangely like a criminal who insist# 
upon robbing childhood of one of its dearest peeseseioiuu ly 
daughter asked mo. to write a p o m  to M i  * Xt was my
car that killed him* It will he ajr p m  that will w i t ©  hi# 
requiem*
f W »  fill
AIMS
fo give drill In all-round emellenee of articulation* 
S m R X A U
The members of the class were aslti to bring selection# 
to ol&es taken from. m $ w ® ,  short etorles, mewls, m g u i m  
articles, teSEfc~boaka* etc* fte ^ p m m lasts length m s  200 
TOd«,
PBocgsnmst
The members of the class read their selections making 
m  effort to articulate every sound clearly and distinctly* 
Errors were noted and collected* this ass lament was repeated 
at various intervale throughout the training period..
B* Voice Quality
m x r  I
Aim
To drill on pure vowel quality* 
mAIEFiXALSt
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thee to
and pallid.
the h o w
if> Eho&ora , if the saigeg &s& thm$ why
Thy charm is «a«tod on the earth and afcy # 
fell them,, dear, that if eyes w w  
made for teelag, 
then beauty is its own exouse for being. 
——Emerson, The. Hbo&ora
*'Wi
(&} fit& w i i M  
1fS» sonar eh
to nod 
And soems to ©holt# the
Cl) Behind him
Before
M m
{a) And when to fell In whirlwind, to wnt down 
As when m lordly oedar? green with boughs,
does down with a great stout upon the kills,
And leavea a ‘lonesome plaeo against the sly, 
~13d*ln  Itarteaia, L in co ln , T ip  flan j j f  th e  people *
(n) @loo9i8 of the llire*»og&s» beautifuX-brs
that myriad* 
IB tott#^h8~
and woven 
With. 'Intricate shades of tto
Ctomtor the to A n  of the 
twilights*
Noughts of tto Leaves to □Llure to tto tele*
«hen. lovers p&ee f a o m  
, of theOf tee dim, aeee-t
That run to tto radiant 
witein
ne wide e#&~maretos of 01ynn
dear, dark 
sand—beach
m
Lanier,
Co) The 
Fair
ry told mm
net, so oold, these 
of tee hil 
of tto
tall 
hold;
,  the 
ailing and
m.mit fold.
9
sign.
Chattahoochee,
(p) from the molten^golden notes,
And all In time,
that a 11quid ditty floats
to tto turtle-dove that listens, while she gloats 
On tto moon I 
Oh, from out the a onto lag eel la,
That a gush of euphony voluminously to 11 si 
How it swells!
How It dwells 
On tto Future* How it telle 
Of the rapture that lapels 
To tto swinging and the ringing 
Of the bells, bell®, tolls, 
* * * . * ♦ • * * ♦ * • * #  <• #  *
To tto rhythm and the chiming of tto toilet 
— Boe, The Belis»
(q) The schooner near by* sleeolly dropping 
down the tide . . . .
The strata of colored clouds, the long 
bar of star con tint . . . .
The horlson•s edge . . . .  the fragrance 
of salt marsh . . . .
These became part ©f that child who went 
forth every day, and who now goes, 
and will always go forth every day.
— Walt Whitman» There fas a Child Went Forth.
(r) My mother has the prettiest tricks 
Of words and words and words.
Her talk comes out as -smooth and sleek 
As breasts of singing birds.
She shapes her speech all silver fine 
Because she loves it so.
And her own eyes begin to shine 
To hear her stories grow.
We had not dreamed these things were so 
Of sorrow and of mirth.
Her speech Is as a thousand eyes, 
Through which we see the earth.
God wove a web of loveliness,
Of clouds and stars and birds,
But made not anything at all 
So beautiful as words.
They are as fair as bloom or air,
They shine like any star,
And X am rich who learned from her 
How beautiful they are.
— Anna Hempstead Branch, Her Words.
These selections were chosen because they are 
particularly rich in resonant vowel sound®.
3. Selections chosen by the group.
PROCEDURE:
1. After all of the vowel sound® had been intro­
duced to the group, a period averaging fifteen minutes
f44
per week over the training period was given to ohonation 
of the vowels, with emphasis on pure, rich, resonant 
Quality. These phonation drills were accompanied by drills 
for control of breathing, and exercises in maintaining 
pore and resonant vowel quality over a wide rang© in 
pitch and volume.
2• The selections listed were assigned the group 
for individual reading with emphasis on maintaining a 
pure and resonant tone. It was explained to the group 
that students having thin, harsh, or otherwise disagree­
able voices could often be influenced to produce better 
tones by reading material of rich, resonant sound or 
Implication. It was noted that these passage® contained 
all the more resonant consonant and vowel sounds in 
abundance.
3. Each student was asked to bring to class passages 
containing resonant sounds for reading. The passages were 
read individually and the students voice quality criticized 
This assignment was repeated over several intervals of the 
training period.
OMIT II
AIM:
1. To drill on elimination of nasality.
To drill on nasal resonance on (si), (n) and »
MATERIAL:
1- Exercises.
2m
(a) Swift as the boreal light which flies . . . .
(b) Sut the little desperate elf . . . .
(e) The bride kissed the goblet.
(d) fho is already sick . . . .  pale with
grief . . . .
(e) The Lord ©xecuteth righteous acts-
(f) Bless the Lord, all ye his works.
<g> Puppies are able to sleep at the stable.
(h) All’s right with the world.
2. Exercises.
(a) Sing, singing, bring, bringing, fling,
flinging, coming, going, working, writ­
ing, hurrying, strong, strength, long, 
length.
(b) The Jingling and the tinkling of the bells.
(c) The rhythm!ng and the chiming of the bells.
(d) By the sinking and the swelling, in the anger
of the bells.
(e) To the moaning and the groaning of the bells.
(f) Chilling and killing my Annabel Leo. 
w  In her tomb by the sounding sea.
3. Exercises.
(a) I stand on the sand of a sunlit strand,
By the marge of a sun-kissed sea;
And my hand parts the band 
Of the gold-tinged sand 
That parts my realm from thee.
— 0. ft. Wise, Falry Song.
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(b) In Xanadu did Kubla Khan
A stately pleaeure-dome decree:
Where Aloh, the sacred river, ran 
Through caverns measureless to man.
Down to a sunless sea.
--Coleridge, Kubla Khan
**■  w n il imii iii.ii'Umi
(e) Annabel Appleton asked Andrew Anderson and 
Addison Axtell to ask the agitated agricul­
turist for the annotated apple advertisement. 
<d) Man and the masses.
(e) Can the banner can the candy, or has he had
to have his hired hand handle it?
(f) Lot in yon brilliant win&ow-ntche
How statue-llke X see thee stand!
Ah, Psyche, fro® the regions which
Are holy land!
— Poe, To Helen
(g) Past, faster, fastest.
The last man made fast the last cast.
(h) The brown cow found a round town in the 
south county.
(i> fhe bounding billows.
(J) Long Island Sound.
(jfc) Around and around.
(1) Out, damned spot.
(®) Down, Towser, down -
(n) The owl, for all hi® feathers, was a-cold.
(o) Zounds, sir!
(p) Bouncing and jouncing around the bounds of 
the pound.
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(q) Out of the hill# of Habersham,
Down the valleys of Hall-
The material in (1) was chosen because it contains 
no nasal sounds; In (2) because It contains nasals which 
are frequently given faulty resonance; the selections in 
(3) contain vowels which are frequently nasalised pre­
ceding a nasal- 
PftOC&JXJRL;
The selection in (1) were drilled individually with 
the attention placed on complete elimination of nasal 
resonance-
The selections In (2) were drilled for nasal reson­
ance , partleularly “  ‘V -
The selections in (3£ were read with attention paid 
to maintaining a pure vowel quality when the sound which 
follows Is a nasal-
UBIf ill
AIM:
To continue drill on voice quality- 
MATERIAL:
Selections chosen by the students.
PROCEDURE:
The members of the class were asked to bring selections 
ranging in reading time front two fco three minutes* The in­
structor and the class noted and criticized such faults
2*8
as thinness, harshness, shrillness, breathiness, nasality, 
etc. The Instructor pointed out the remdlee for the 
defects in question.
This assignment was repeated at intervals over the 
training period.
C. rLEXIBILITX 
OH XT I
Ala:
To give drill in variation is use of inflection. 
JftATSHXAL:
1. All the world*s a stage
2. Select ions chosen by the group *
PHGCSDUHS:
1. The members of the class were asked to read this 
line with the following variations in use of inflection.
(a) All the
-/
world * s a stag®.
ib)
■\
All the world*® a stag©.
(e) All the world*® a stage.
U )
'N
All the world^g a stag©.
{e) All the WO rid * 8 a stage.
■(f)
h
All the world's a stage.
(g) All the
%
world * a & stage.
(h) All the world■$ fa stage.
2. The ae&bers of the class were asked to bring
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selections of a oonversational nature to class fro© (a) 
a Shakespeare play, (b) a modern play* The selections 
were read and criticised for variety in the use of In­
flection patterns*
m u f  II
AIM:
To give drill In variety in the use of volume*
MATERIAL:
1. The vowels.
2. Exercise.
I wonder whether I ©an make an announcement 
here. If X thought everybody could hear me, I 
should announce the play to-night, dan you hear 
met There is to be a play to-night in this build­
ing. It will be at eight o'clock. The title is 
being kept a secret. V m  going to try to make the 
people out in the hallway hear this announcement.
A play to-night! This building! Eight o'clock! 
Everyone invited!
3. Selections:
(a) Listen.
With faint, dry sound,
Like steps of passing ghosts,
The leaves, frost-crisped, break from the trees 
And fall.
— Adelaide Crapsey, lovember Might■
m o
(to) tot softs What light through yonder window 
breaks?
It is the east, and Juliet is the sun. 
Arise* fair s o b , and kill the envious ®oos,
Be not her staid* since she In envious;
It is ay lady. 0h< it is love!
Oh, that she knee she were?
— Shakespeare, Borneo and Juliet* Act IX, So* 2*
(e) Bing the alarum-bell. Murder and treason!
B&nquo and Donalbalnl Malcolm! Awake!
Shake off this drowsy sleep* death's 
counterfeit *
And look on death itself! Up* up, and see 
the great doom's image! Malcolm! Banq u o !
As from your graves rise up and walk like 
sprites*
Te countenance this horror! Bing the bell!
— Shakespeare,'Macbeth, Act IX, Sc. 3.
(aj Arise* arise* arise,
There is blood on the earth that denies ye bread!
Be your wounds like eyes
To weep for the dead, the dead-
that other grief were it Just to pay?
Tour sons, your wives* your brethren, were they! 
Who said they were slain on the battle-day?
Awaken, awaken* awaken!
The slave and the tyrant are twin-born foe®.
Be the cold chains shakes
To the duet where your kindred repose, repose. 
Their bones in the brave will start and move 
When they hear the voices of those they love 
Most loud in the holy combat above*
— Percy Bysshe Shelley, Ode.
(e) Honour to the old bow-string! 
Honour to he bugle horn!
Honour to the wood® unshorn! 
Honour to the Lincoln green! 
Honour to the archer keen! 
Honour to tight little John,
And the horse he rode upon! 
Honour to bold Robin Hood, 
Sleeping in the und^r wood.
— John Ieats, from Bobinhood.
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(f) The hickory told ate manifold
Pair talas of shads; the poplar tall 
Wrought me her shadowy self to hold;
The chestnut, the oak, the walnut, the pine, 
Overlearning, with flickering meaning and sign. 
Said, Pass not, so ©old, these manifold 
Deep shades of the hills of Habersham,
These glades of the valleys of Hall.
— Sidney Lanier, Song of the Chattahoochee«
(g) Blow, winds, and crack your cheeks! Bagel 
Blow!
You cataracts and hurricanoes, spout.
You sulphurous and thought-executing fires, 
Vaunt-couriers of oak-cleaving thunderbolts, 
Singe my white head! And thou, all-shaking 
thunder
Smite flat the thick rotundity of the world.
Bumble thy bellyful! Spit, fire! Spout, 
rain!
Bor Min, wind, thunder, fire, are my daughters. 
— Shakespeare,- king Lear, Act III, So. 2.
4. Selections chosen by members of the class*
PROCEDURE:
1. The class was asked to phonate the vowels, first 
very softly and then with Increasing intensity, making an 
effort to keep the tone musically agreeable.
2. This exercise was practiced as follows:
Practice the following: {A® If speaking to someone
at your side) I wonder whether I can make an an­
nouncement here? (To those halfway back in the room)
******** nnwl«iw*»1*1— , I W W I W .W M H ,  MWH wmumni mHuN*»
If I thought everybody could hear me, X should 
announce the play tonight. (To those at, the back3 
Can you hear me? There is to be a play tonight In
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this building. It will be at eight o#clock. The 
title is being kept a secret. I'm going to try to 
make the people out in the hallway hear this announce­
ment . (Loudly. as if calling— but with agreeable 
voice) A play tonight! This building! Eight o1clock* 
Everyone invited.
5. Selections (a) and (b) were read for drill on soft
volume. Selections (c), (d) , (e), (f) and (g) were read
for drill on loud volume.
4. The members of the class were asked to bring
selections to class which Illustrated (a) soft volume,
(b) loud volume* These were read and criticized.
UNIT III
AIM:
To give drill on variety In the use of pitch.
MATERIAL:
1. The vowels
2. Selections:
(a) Behold me! I am Famine, Bukadawint
Behold met I am Fever, Akosewint
— Longfellow, Hiawatha.
(b) Her waggon-spokes made of long spinners' legs,
The cover of the wings of grasshoppers,
Her traces of the smallest spider's web,
Her collars of the moonshine's watery beams,
2m
Her whip of cricket* s bon®, the lash of film. 
Her w&ggoner a small, grey-Hsoated gnat;
Her chariot la an empty ImteX-iiufc
M«id® by the Joiner, squirrel or old grub,
Time out of mind the fairies* oeaabmakera♦
— Shakes pe are, Borneo and Juliets Act 1, So. 4.
Co) I m  thy father'1 s spirit,
Boomed for a. certain term to walk the night; 
ted, for the day, confined to fast In fires, 
fill the foul crimes, done in my days of nature 
tee burnt and purged away. But that I mm forbid 
To tell the secrets of my prtwn-house,
I could a tale unfold, whose lightest word. 
lfeul& harrow up thy ©oulj freeze thy young blood; 
Make thy two- eyes, like stars, start from their 
spheres
fhy knotted and. combined looks to part? 
ted each particular hair to stand on end,
Like spills upon, the fretful porcupinei 
But this eternal blason must not be 
To ears of flesh and bleed .--List, list, oh, list I 
If thou didst w a r  thy dear father lore
Bevenge his foul and. most unnatural murder.
Murder most foul, as In 'the best it i@|
But this moat foul, strange and unnatural. 
--Shakespeare, Hamlet * Act I, So. B.
S. Select Ions chosen by the members of the class.
m m m m m
1. The group was asked to phom&te the vowels at 
several pitches, ranging from low to high, Emphasis was 
placed upon avoiding disagreeable tone® at high pitch.
The vowels were repeated at a sliding pitch, (1) 
low to high, (2) high to low, {5) lew to high (4) low « 
high-- low, (0) high - law ~ high.
2. Selection-; (a) was read at a very low pitch with
emphasis on Maintaining an agreeable tone.
Selection (b) was read in a light taue* oV medium
pitab.
Selection {©) was read in a low pitch, at a mono­
tonous chant, with strong volume*
3. The members of the class were asked to bring 
selections to class illustrating decided contrasts In 
pitch levels* These were read and criticised.
m m  IV
AIM;
To give drill on variety in tempo.
MATERIAL:
1. Selections.
(a) How They Brought the Good Mews from Ghent to 
~ Alx (ExtractT- SoSert Browning
I sprang to the stirruo, and Joris and he;
I gallooed,. Birek galloped, we galloped all 
three;
•Good speed.1® echoed the wall to us g,-Hoping 
through;
*^peed!* cried the wateh, as the g&te-bolta 
undrew;
Behind shut the postern, the lights sank to 
rest,
And into the midnight we galloping abreast-
Mot a word to each other; we kept the great 
pace.
Heck by neck, stride by stride, never chang­
ing our place;
I turned In my saddle and made Its girths tight,
Then shortened each stirrup, and set the olque 
right,
aebuckled the cheek-strap, chained slacker the bit
Bor galloped less steadily Roland a whit.
255
(b) The M m  With thg Hoe (Extract} - Edwin 
Markham
Bowed by the weight ©f centuries he leans 
0pon his boa and gazes on the grotmd,
The emptiness of ages in his face,
And on his back the burden of world*
Who made him dead t© rapture and despair,
A thing that grieves not mid that never 
hopes,
Stolid and stunned, a brother to the ox?
Who loosened and let down this brutal Jaw? 
Whose was the hand that slanted back this 
brow?
Whose breath blew out the light within this 
brain?
Is this the Thing the Lord 0od made and gave 
To have dominion over sea and land;
To trace the stars and search the heavens 
for power;
To feel the passion of Eternity?
Is this the dream Me dreamed who shaped the 
sunt
And markt" their ways upon the ancient deep? 
Down all the caverns of Hell to their last 
gulf
There is no shape more terrible than this—  
More tongijted with censure of the world Ss 
blind greed—
More filled with signs and portents for the 
soul—
More fraught with menace to the universe.
2. Selections made by members of the class.
m o c t m m i
1. Selection (&) was read as an illustration o f  rapid 
tempo. Selection (b) was read as an illustration of slow 
tempo.
2. The members of the class were asked to bring s e l e c ­
tions Illustrating variety in tempo. These were read in-
2m
dlvidu&lly and criticized.
r . MEfmD o f  jumim
The r&tlng® on skill In articulation, voice Quality 
and flexibility of tone as exhibited in the recorded 
material were made by four teachers in the Department of 
Speech of Louisiana State University. The judgment of 
these records supplied the data recorded in Chapter V 
of this study and formed the basis for the conclusions 
drawn in Chapter VI.
These judgments were made subjectlvely. The experi­
mental work of Tiffin and Murray^ has demonstrated that 
those voices classified as good on a subjective basis do 
have certain characteristics measurable objectively which 
are not possessed by voices classified as poor. Further­
more, the following analysis of the basis of judgment of 
& research problem in experimental phonetics is offered 
as Indicative of the attitude toward subjective judgment 
taken by the more authoritative investigators in the 
field of voiee science to-day:
^Presented by Dr. Joseph Tiffin at the Detroit 
Convention of the national Association of Teachers of 
Speech, Deo ember 1951 • &. W* Gray, 14 Regional Pre­
dominance in Keaolr&tion* In Studies In Experimental 
Phonetics, £d. by CK W. Cray, p. 65.
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While these Judgments were subjective, some­
thing may he sold in favor of such procedure. 
VoUes are good or had as they sound to the 
ear. tn the last analysis, excellence in 
speech is and must he subjective.
Exoerisent&l research is essentially an attempt 
t© isolate and measure, and perhaps to control 
those aspects of speech which are subjectively 
evaluated as good or bad. Furthermore, it was 
assumed that if valid judgments were to be ob­
tained under any conditions, they could be ob­
tained through observation by a group of trained 
instructors in speech.^®
In view of these arguments, the data submitted in 
Chapter V of this study and the conclusions drawn from 
it in Chapter VI are felt to be justified.
The following considerations governed the Judging 
of the records:
1. The use of four judge® was thought to offer a 
basis for a compoaite judgment that would be more ob­
jective than the use of a smaller number* It also offers 
the possibility of testing the validity of the individual 
Judgments.
£. The judges were all trained Instructors in 
speech.
3* The Judging of the records made at the beginning 
and at the end of the training period was done at the 
same time. The judges rated the records by numbers without
26Ibld., pp. ©4-35.
too*lug at what time they were made, or to which group 
the subject belonged. This method was thought to eliminate 
any possibility that the Judges would he influenced fey 
any considerations other than irhmt was heard on the record.
to adequate description of the procedure used in 
the Judging is contained in the instructions to the Judges. 
These instructions follow:
Instructions to Judges. You have been selected 
to Judge the articulation, voice quality and flexibility 
of toue of forty voices, each of which has made two re­
cordings. These records will fee played for you at ran­
dom with no indication as i© the time the recording was 
made, lou are to rate these voices on the above mentioned 
characteristics according to the scale hereafter indicated.
a sample record has also been made, using the same 
material as was used in the records mentioned. In the 
paragraph above. This record la not to be* thought of 
as representing the perfect use of articulation, voles 
quality and flexibility of tonei it la rather to be 
used to give a starting point or basts for your judgment, 
of the other records. In the scale of ten, it should 
probably fee given a score of two to four; depending, of 
course, upon individual variations of Judgment. The sample 
record, as it shall hereafter o© referred to, will fee 
played at the beginning of the Judging period, and again
z m
at the end of each group of tea records. la other word®, 
the sample record will he played eight time® during the 
Judging period. Remember that the a m p l e  record Is to be 
considered a part of the procedure only so far a® It will 
giro you a standard of Judgment upon which to base other 
judgments.
Xou are requested to Judge only the articulation. 
voice quality and flexibility of tone. Each of these 
characteristics is to be judged and scored individually 
In th^ column Indicated. Please do not allow judgment on 
any one characteristic to influence judgment on any other.
The judging is to be done on a baeis of ten, with one 
representing a perfect coore on any given characteristic 
and tea representlag entire Inadequacy on any given ehar&e* 
terlstle. It Is obvious that only on rare occasions will 
a voice fall definitely within either of these two categories.
The attached form is to be used in recording your 
Judgments. The extreme left hand column represents the 
records and the extreme right hand column will be filled 
in by the experimenter» As each record is played, write a 
score (one to ten) in each of the columns indicated.
RATIBS SREfT
RECORD ARTICULATION VOICE FLEXIBILITY BAMS
QBALITZ OF TOME
2
m & r m  t
u m a  a m
th* following table* and figures present the data 
compiled from the seoring of the records for &vmxp A and 
$roup B made before and after the training period*
liable I shows the separate scores of the four Judges 
for both recordings for each of the forty subjects, together 
with the averages for each subject* the first column in­
dicates the numbers of the records la the order in which 
they were played to the Judge*? the second column gives 
the initials of the- subjects-; the-figure (I) following 
the initial* indicates that It was the first recording which 
the subject M t e  (that is, before the period of training): 
the figure- (XX) indicates that It to* the second recording* 
mad© at the close of the training period. The four Judges 
are Indicated a© A, B, 0 and D* Their score© are given 
is the third to the seventeenth columns.
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These data as shown In both the tables and the graphs 
reweal some interesting contrasts.
The averages in Articulation, Voice Quality and 
Flexibility of fobs for the two groups in the beginning 
show that Oroup 3 was judged better than 0rouo A in all 
three characteristics. These averages are given In Table XV*
TABLE XV
a v e ra g e r m  Amimhmtm*  v o ic e  q iia lx tx  abb vxjbxxbxlxtx' o f
fOSE FOB BOTH GROUPS, BEFORE k m  AFTER TBAXBIHG PERIOD
ARTXGBLATXOff VOICE QC&LX?! VLEXIBILIfl
BEFORE 
GROUP A 6.75 6.81 7.62
GROUP S 5*51 6.75 6.91
AFTER
m m w  a 5-16 5 M 5-61
GROUP 1 5*60 5-«7 6.3k
It is significant, however, that though Group B had a 
slightly higher average than Group A on the first recording 
on all three of the characteristics under consideration,
Group A has a higher average on all the second recordings^ 
Another interpretation of this data shows that the 
improvement made by Group B was much less than that made by 
Group A* For Articulation it was 57 per cent as great; for 
Voice Quality it was 64 per cent as great; for Flexibility of 
Tone it was only 29 per cent as great*
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f In Group A every subject made improvement in Art to- 
ulAtlon. Is Vole© Quality, one recorded a relative im­
provement* and in Flexibility, one recorded a negative 
improvement *
In droop B, one re* ded negative improvement in 
Artlcul&tion, two recorded aero improvement in Voice 
Quality, and in Flexibility, three recorded xero Improve­
ment and two recorded negative improvement.
In Oroup A thirteen subjects recorded an average Im­
provement in Articulation of 1.50 or better* In Voice 
Quality nine recorded an average improvement of 1.50 or 
better. Sixteen subjects recorded an average improvement 
in Flexibility of 1-50 ©r better.
Is Group B six subjects recorded an average Improve­
ment ©f 1.50 or better in Articulation. Six recorded an 
Average improvement of 1.50 or better in Voice Quality, 
and two improved by 1.50 or better in Flexibility.
ffe© maximum average improvement made by any subject 
in Group A In Articulation was S.75. f his was made by two. 
In Voice Quality the greatest average Improvement made by 
any subject was 4.00. In Flexibility the greatest average 
Improvement made by any subject was 4.00.
the maximum average Improvement made by any subject 
in Group B in Articulation was 2*00, made by one student. 
In Voles Quality the greatest improvement was 2.25;* and In
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Flexibility, two subjects made a maxlaust average iamrovemm t 
of 2.28.
ffee highest average score In Art lea la t ion in Gro up A 
before the training period was 4*00. After the training 
period it was 8.50* the highest average score made in 
Voice Quality before the training period was 8.00. After 
training the highest score was 4.CO, asde by a subject whose 
preliminary Voice duality rating was 8-00. In Flexibility 
the highest average score for Group A before training was
5.50. After training It was 5.75.
In Group 8 the highest score made In Articulation 
before training was S.00. After training it m s  3.75. The 
highest score in Group 8 in Voice Quality before training 
was 5.85. After training It was 3.75, made by a subject 
whose previous Voice Quality rating was 5.75. In Flexibility 
the highest score In Group B was 4*50, made by a subject 
who did not improve with training- The highest score made 
In Group 8 in Flexibility after training was 4.GO.
The lowest score made in Articulation in Group A before 
training was 9.00. After training4 this subjects score was 
6.25. In Voice duality the lowest rating before training 
was 8-50. After the training period this subject score
7.50. In Flexibility the lowest score In Group A before 
training was 9.50. After training this subject scored 
5.76. The average improvement of these three subjects,
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considering all three phases, was £.52.
In droup B the lowest score in Articulation was 9.00. 
This subject's score after training was 7.50. In Voice 
Quality the lowest average score before training was 
8.75. This subject scored 8.00 after training. In 
Flexibility the lowest score before training was 8.75. 
fhia subject scored 8.50 after training. The average im­
provement of these three subjects, considering all three 
phases, was .83.
CHAPTER VI
muciMBmn s
fhe purpose of this irivestig&tIon, it will, be remembered, 
was to answer three specific quest ions regarding the v&lms of 
choral or group spsskiiig in developing certain prof lelexisis* 
in speech. It was pointed out too, In the outline of the 
purpose of toe study, that toe method of investigation would 
Inevitably supply data for a comparison of the effeotivenees 
of t m  methods of teaching fundamental speech skill®*
In view of toe data and their Interpretations here 
presented, toe following conclusions seem warranted*
1 * Choral reading is an effective method of training for: 
(a) Articulation 
(h> Voice Quality 
{oJ Flexibility of tone 
£* A choral reading technique in training is superior 
to toe customary type of individual training, when 
toe two methods are Isolatedf- for all three charac­
teristics studied*
3. Choral reading seem® least effective In the devel­
opment of Voice Quality and most effective In the 
development of Flexibility of Ton©.
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the following general observations on the problems 
involved in the ms# of choral speech as a teaching dewio# 
f r «  made by the investigator during thf training periods
1* While the data Indicates that istten the two methods 
of training are rigidly Isolated, choral reading tends to he 
superior to the older* generally followed method of Individual 
training* these conclusions should In no sens# be t&tecii a# 
an indication that choral reading should supplant ather method# 
a# a general practice, fhm technique of individual training 
has values for both the student and the Instructor which are 
lacking In group speaking* The peculiar sdvajitag## of group 
speaking m  observed during this Investigation are that It 
gives- opportunity for increased .participation In drill* it 
stimulates a cooperative approach toward the problems at 
acquiring good speech* It presents drill In m form which, is 
attractive to the group* It rids the class of self-consciousness9 
and It remit# In Increased appreciation of materials for 
interpret at ion. On the other hand. It sesat# less effective 
than the technique used In training Oroup B In isolating in­
dividual faults and problems and in developing the self- 
confidence of the individual speaker* The Ideal teaching 
technique would probably employ a combination of the two 
methods* relying more heavily upon choral reading during the 
earlier period when motivation for good speech, ridding the
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grasp of self-consciousness and drill la fundamental skills 
are the paramount considerations.
2 * Both the data and personal observation supply 
evidence which contradicts one of the olaimm commonly made 
by writers on this subject: that choral reading may have
a psychological value in offering a better outlet for train­
ing of toe timid and repressed.1 It seems that the repressed 
student finds la choral reading an opportunity to hide him­
self la the group, and, lacking definite pressure for overcoming 
his personality problem, makes no Improvement. The data 
would seem to bear this out. In Croup A only two subjects 
showed negative improvement In any of the characteristics 
under consider at ion. In both cases these scores were made 
by students who were timid and repressed, and who, by the 
nature of the training given, had had less direct motivation 
for individual enterprise than they would have had under 
a different method.
3. The technique of choral reading demands highly 
trained directors. Choral reading can be a dangerous 
weapon la the hands ©f the teacher who is not fully aware 
of its problems, and equipped t© cope with them. It is as 
specialized an art form as the art of conducting an orchestra
*3ee Chapter III, pp. 82-53.
or training a choral group In singing* It Is recommended 
that the director of a chorie-speaking group hare, in 
addition to a sound knowledge of the principles of teach­
ing speech, some specialized knowledge of musicology, 
English prosody, history and appreciation of literature, 
and of the technique of dramatic art.
4. It has been charged that participation in choral 
reading results In a mechanical style of delivery when the 
individual speaks alone, the four Judges reported that 
they were unable to detect In the recordings any evidence 
that this was true, The high rating given Group A on 
flexibility {an improvement of 2.01 as compared with .5$ 
for Group B) would seem to indicate that this charge is 
not Justifiable. On the contrary, participation in choral 
reading seems to Increase greatly the flexibility of the 
individual speaking voice.
b. Teachers have expressed doubt that choral reading 
could be made popular with their students, particularly 
boys who have a reputation for disliking poetry. At the 
end of the training period, the student® in Group A were 
asked to write anonymously their personal reactions to 
group speaking, eighteen of the group expressed great 
satisfaction with choral reading, both fro® the standpoint 
of personal enjoyment and improved speech. Both students 
who expressed dissatisfaction with the method gave as their
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reasona that they felt the need of more individual critic- 
tern of their faults. A fear of the typical reactions are 
quoted verbatim here:
(a) One Important result I reoeived from choral 
reading was flexibility in reading.. I got 
ideas of when to use certain Inflections and 
how. It was beneficial in the way ©f bettering 
your articulation because you felt you had t© 
fit in with the others.
(bj I thoroughly enjoyed the time and work w© 
spent on choral reading. It gave me a 
better understanding ©f how to Interpret 
the rhythms and meaning of poetry. ... . .
I believe I -oould have gotten more out of it 
if X would have heard my own voice more.
<c) With the group as a whole working together, 
the individual feels less self-conscious and 
too, the gro*o> strives to perfect their read­
ing more than an individual would.
(d) I have learned to read poetry so as to get 
the most out of it and now 1 know exactly 
what X am trying to read.
{©} It helped me to appreciate poetry more.
Before these drills I would not have a thing 
to do with poetry, but this has made me think 
there Is really some thing to it. X now get 
the feeling of the wordsi
6 . It is quite possible that definite preparation for 
public choral ros&tng performance may provide a degree of 
motivation far greater than exists in s strictly classroom 
situation, such as described in the present study. This
2sa
Intensified motivation might in turn very ©onceivmbly 
contribute to an even greater improvement f in the three 
characteristics of speech considered, than was found in 
tfcie investigation, five j m&n of experience in directing 
a choral group for public performance give some Juetlfi* 
cation for anticipating that such would, in fact, be the 
case.
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